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Yantra of Vishnu, the Preserver, the second god of the Hindu trinity, inscribed with sacred sound-symbols 
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Foreword 


The yantra is essentially a geometrical composition; but to understand its true 
nature our notions of geometry must yield to those of dynamics. The yantra, then, 
represents a particular configuration whose power increases in proportion to the 
abstraction and precision of the diagram. 

Yantras vary according to their use. Individual deities have their own yaniras 
accompanied by appropriate mantras (or sound-syllables): ‘Yantra is ensculed by 
mantra,’ the Kularnava Tantra says. When a sadhaka (aspirant) attains a higr i 
of spiritual progress he is initiated into the use of a particular yantra. The se 
the yantra with its appropriate mantra is a highly complex process, and the guru 
alone can guide the aspirant to his potent symbol. It arouses the inner life-force to its 
fullest, and its dedication to the deity is one with the process of its awakening. lis 
action can be seen as a physical, psychological and spiritual opening into 
comprehension of the mystery. 

The study of Hindu yantras or power diagrams in this exhaustive analysis, the first 
of its kind, shows how each elementary geometrical form can generate a series of 
linear and multi-dimensional figures of the same shape, regardless of its original size. 
Common to such permutations are certain recurring linearities: the bindu, or point; 
the triangle; the square; and the circle. In the yantra, these function as ‘thought- 
forms’ that are so constructed that the aspirant understands by them particular 
patterns of force. To identify wholly with the configuration is to ‘realize’ or to release 
the inherent forces that each form denotes. 

The principle behind this use of the yantra is basic to tantric perception. Each 
yantra makes visible the patterns of force that can be heard in the mantra sound- 
syllable, and each yantra reciprocally encloses its own unique power-pattern. 
Together, yantra-mantra may be said to build form (by the act of configuration), to 
conserve form (the configuration itself), and finally to dissolve form (as the aspirant 
comprehends its inner meaning and soars beyond it). 
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Preface 


The art that has evolved out of the practice of tantrism embraces a wide variety of 
imagery, of which the yantra, ‘a geometrical diagram with abstract symbols’, is one 
of the most vivid and central. In addition to the impact of its mathematical 
perfection, the yantra has a universal appeal on the level of archetypes. Similar 
ims reappear in almost all religions, operating as symbols of cosmic mysteries 
which man rediscovers his primeval consciousness. 
the exception of G. Tucci's work on the theory and practice of mandalas, 
there has not so far been a comprehensive analysis of the yantra. Its religious 
ois have multiple meanings; the texts are often expressed in obscure language, 
ع‎ susceptible to a variety of interpretations. The dot (bindu) at the centre of 
: yantra, for instance, can be viewed in several ways: as a tool for harnessing 
concentration, as a symbol for the source of cosmos, and as an emblem for the 
quintessential psychic unity of the male-female principles, when it implies 
metaphysical ideas of cosmic dualism. Similarly, each element of a yantra is a 
multivalent symbol. 

This study examines the Hindu yantra from the interrelated aspects of its 
archetypal forms and sound associations, the deities and cosmological principles it 
embraces, the correspondences that are activated with its aid between man himself, 
the microcosm, and the macrocosm, through the internal yantras of the subtle 
body; and finally, the applications of yantras to temple plans and in practical magic. 

Symbols such as the meditational yantra form part of the esoteric discipline of 
Indian tradition. Born of inner vision, they reveal truths that are timeless, and like 
great works of art, inspire man towards self-transcendence. If ignored or 
undocumented, the knowledge and spiritual achievements preserved in these 
complex symbols and formulae could be wiped out forever under the pressure of 
the contemporary world’s upheavals. 

This study has been completed with the aid of several people without whose 
personal help it would not have taken its present form. First, lowe a debt of gratitude 
to Dr Manfred Wurr and Wissenschaftlicher Verlag Altmann GmbH, Hamburg, for 
providing facilities for research in Germany and England. My gratitude is also due to 
Ajit Mookerjee for his helpful criticism and co-operation, and for lending a large 
number of yantra diagrams and three important illuminated manuscripts of yantra 
from his collection of tantra art. | wish to thank Mr Hans-Ulrich Rieker for reading 
through the manuscript and Mr Michael Paula for his co-operation. Last of all, | wish 
to record my gratitude to my parents, who have been a source of inspiration to ae 
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Yantra depicting the evolution and involution ol the cosmos. The expanding and contracting currents of vibration 
symbolized by the Sanskrit letters form a web-like image, as the cosmos emanates and returns again to the 
primordial centre, the One. Rajasthan, c. 19th century, gouache on paper 
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1 
Introduction 


In the Brhadaranyaka Upanishad (2, 1, 19) 
the centre of its web, issuing and reabs 
held at one 


there is the metaphor of a spider sitting at 

orbing its threads in concentric circles, all 
point. This image occurs in several Upanishads since it points to the basis 
of the Indian world-view: unity in diversity. The spider's threads symmetrically 
expand into a visible circumference, and though there are divergent lines in 
between and varying distances to be spanned they can all be traced back to the 
central point of the web. 

This apparently simple metaphor also condenses the essence of Indian thought: 
all existence is governed by a single principle, and the point of origin of the supreme 
consciousness is simultaneously an infinite reservoir of collective energy, from 
which everything issues and into which everything returns. This centre is the One, 
‘the potential All-point’, which not only serves as a bridge but is Cosmic Unity 
underlying the physical diversity of the world. The metaphor also alludes to the 
Indian vision of the structure of the cosmos, which is conceived of as a 'holon', 
growing and expanding in concentric circles, and then contracting, dissolving into a 
single principle. The expansion can be atomic or infinite; no matter what their 
magnitude, the expansions and contractions are interconnected and integrated in 
the general framework supported by the centre. 

The yantra is a potent and dynamic sacred symbol which reflects the same three 
metaphysical concepts embraced in the analogy of the spider. A geometrical figure 
gradually growing away from or towards its centre, in stages, until its expansion or 
contraction is complete, the yantra has around its centre several concentric figures 
which continue to expand or contract as precisely as a spider's web, not only as 
bridges between different planes, but also as symbols of unfolding or gathering 
energies. The figure's periphery is a square enclosure with four sacred doors opening 
towards the four cardinal directions. The concentric lines of the yantra define its 
volume and create a rhythmic unity, relating what they unite or divide to the centre, 
the point of integration. Like the spider in its web, the bindu (point) at the centre of 
the yantra is a centre of every creation, the radiating source of energy that generates 
all forms. : 

The central quest of Indian spirituality is to achieve total experience of the One. 
Man is a spiritual traveller whose main aim, in Indian tradition, is to. intuit the unity of 
the One. The traveller, whether he is driven directly to the summit, whether he 
pauses for a while, whether he stumbles on the path or turns away, knows intuitively 
that all his movements inevitably lead him back to the starting point, the All-point, 
the origin and the end of all existence. 


Awakening one's inner centre implies gathering one's self into a single creative 
point and integrating and balancing its expansion into a totality. To centre one's self 
is essentially a way towards inner awakening. The quest of this centre is the pivot 
around which yantra symbolism revolves. 

The symbols of Indian art echo this fundamental truth and direct man's spiritual 

journey towards the goal of transmutation. Visual metaphors through which we 
move beyond our material order, they serve as cosmic cross-points by means of 
which our contact with nature at large can be expanded, to tap higher and more 
unified levels of experience. Whether these symbols are as monumental as Hindu 
temples or as small as coin-sized yantras, they mark a multitude of different stages 
on an individual's spiritual pilgrimage. They provide halting places, sites of rest and 
support where the seeker gains an awareness of the universe in its totality and 
discovers his inner identity with the single, immutable centre, as if the whole 
ی‎ CEBU ADJ ahd seals from universe were condensed in him. Thus the symbols stimulate man to explore and 
Mohenjo-daro (c. 2500 Bc) with swastikas and reveal this centre which is a link between himself and the cosmos. 
square: patterns The use of abstract mystic symbols can be traced back to early Indian history. 
Among the artifacts excavated in the remains of the Harappan Culture (c. 3000 8C) 
are intaglio seals with designs that resemble yantras. A number of seals depict the 
swastika symbol while others are marked with a cross, a pattern of parallel lines 
intersecting into a grid-square or a composition of square-on-square. The seal 
designs, like yantras, are conceived on a cardinally orientated square. In subsequent 
periods the Vedic altars (c. 2000 BC) pregnant with cosmic symbolism, were 
conspicuously abstract in design (see Chapter 6). It was in tantrism (AD 700-1200, 
the tantric renaissance period) that the use of mystic symbols was fully revived. 

Tantrism marked one of the most distinct and revolutionary phases of Indian 
religious history, synthesizing many heterodox elements. One of the ways in which 
tantric lore is distinguished from the non-tantric tradition is in its intensive use of 
sacred formulae and symbolism. Tantrism is basically a ritual-orientated system. 

Tantric sadhana (ritual worship) requires the practice of yogic techniques and 
concentrated visualizations, and the linear compositions of the yantra are conceived 

precisely to meet the needs of such meditation. These mystic diagrams are ideally 

suited to a series of inner visualizations, growing and unfolding as links, marking | 
stages of consciousness. Hence yantras were found to be an indispensable | 
constituent of tantric sadhana.' All sects and sub-sects of tantrism use abstract | 
symbols? and yantras as part of their ritual initiation ceremony and daily worship, as | 
means to attaining the adept's spiritual goal. 

The literature of the Tantras is vast, and there are many texts? dealing exclusively 
with yantras. In addition, there are a number of commentaries in a few secular 
languages other than Sanskrit, such as Hindi, Bengali, Malayalam, Tamil and 
Assamese, in which yantras are discussed. vi 

Yantras have survived in use, though the last remnants of their living tradition | 
may still be found only in isolated areas in India. They have been transmitted 
through family groups, pupil-guru descents and esoteric tantric groups like the 
Natha Saints of Bengal, Tamil Siddhais in South India and the Kaulas in Kashmir. Their 
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ritual use and esoteric significance have been kepta closely guarded secret from the 


uninitiated, and their esoteric meaning and mystical associations are learned from a 
spiritual preceptor under strict discipline, who enforces a yogic regime. 


Concept of the yantra 


The Sanskrit word ‘yantra’ derives? from the root 'yam' meaning to sustain, hold or 
support the energy inherent in a particular element, object or concept. In its first 
meaning, ‘yantra’ may refer to any kind of mechanical contrivance which is 
harnessed to aid an enterprise. A yantra in this sense, therefore, is any sort of 
machine or instrument such as is used in architecture, astronomy, alchemy, 
chemistry, warfare or recreation. A Sanskrit text of the eleventh century AD, 
Samaraniganasutradharaj on the science of architecture, gives vivid descriptions of 
the making and operating of such mechanical yantras as a wooden flying bird, 
wooden aeroplanes meant to fly with hot mercury as fuel, male and female robot 
figures, etc. The vast observatories built in Delhi and Jaipur under the patronage of 
Jai Singh (1686-1734) are called Jantar-Mantar, as their massive structures are 
astronomical ‘instruments’ (yantras) for recording heavenly phenomena. 

The meaning of the term yantra has been expanded to refer to religious 
enterprises, and has acquired a special theological significance. Mystic yantras are 
aids to and the chief instruments of meditative discipline. Basically a yantra used in 
this context and for this purpose is an abstract geometrical design intended as a 
‘tool’ for meditation and increased awareness. 


Form — function — power 


Mystic yantras are an amalgam of three principles: the form principle (Akriti-rüpa), 
the function-principle (Kriya-rüpa), and the power-principle (Sakti-rupa).® 

They are, first of all, believed to reveal the inner basis of the forms and shapes 
abounding in the universe. Just as, whatever the outer structure, all matter is made 
of an intrinsic basic unity, the atom, so each aspect of the world can be seen in its 
structural form as a yantra. As the scientist sees the final picture of the world in the 
orderly, simple, atomic structures in which certain primal shapes appear as a 
harmonized ‘whole’, so the Indian shilpi-yogins (makers of ritual art) seek to identify 
the innermost structure of the universe by concentrating the variegated picture of 
world-appearances through intense yogic vision into simple form-equations. A 
yantra, then, can be considered an ultimate form-equation of a specific energy 
manifesting in the world. These simple form-equations are held to epitomize the real 
nature of the cosmos as abstracted from the concrete. 

In its widest application, Akriti-rupa refers to the inner or hidden form of 
structures, so that any structure, from an atom to a star, has its Akriti-rüpa yantra. 
Thus a flower or a leaf has an outer structure which is immediately perceptible, but it 
also has an inner form, which generally consists of a skeletal framework in which all 
its linear forms intersect with a central axis or nucleus: all forms have a gross 


structure and a ‘subtle’ inner structure, with a basic causal pattern (the inner form) 
for the external form. 

Yantras function as revelatory symbols of cosmic truths and as instructional 
charts of the spiritual aspect of human experience. All the primal shapes of a yantra 
are psychological symbols corresponding to inner states of human consciousness, 
through which control and expansion of psychic forces are possible. It is for this 
reason that a yantra is said to embody a ‘function-principle’ (Kriya-rüpa). 

By constant reinforcement in ritual worship the apparently inert yantra-forms 
shake off their dormancy and act together as emblems of psychic power. In this 
case, the yantra is said to move beyond ‘form’ and ‘function’ and emerges as a 
‘power diagram’ (Sakti-rüpa) endowed with a self-generating propensity to 
transform a mundane experience into a psychic one. It is at this point that the yantra 
is said to be ‘revealed’. Although its outward meaning may be relatively easy to 
understand, the inner meaning that gives it its efficacy is difficult to grasp because its 
archetypal forms are basically concerned with the inner facts of psychic experience, 
gained through intuitive vision. 
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As body is to the soul and oil is to the lamp, a yantra is to the deity 
Kularnava Tantra (Chap. , v. 86) 


Dwellings of the gods 


Every yantra is a sacred enclosure (temenos), a ‘dwelling’? or receptacle of 
Ishta-devata (the chosen, tutelar, deity). A yantra is a substitute for an anthropomor- 
phic image of the deity. Most Indian divinities, such as Krishna, Vishnu, Durga, and 
Kali, in addition to their iconographic representations, have been assigned aniconic 
symbols in their specific yantras. A deity’s yantra may bear no resemblance to the 
iconographic image (mürti), whose proportions and human attributes are fixed by 
the traditional canon. The yantra is its ‘trans-form’ (para-rüpa), its abstract 
translation. A yantra retains the suprasensible vitality of an image, expressing the 
sense and spirit of the original. 
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an Chakra(Wheelof Vishnu): yantraformedof 
ixteen-armed icon inside his sacred weapon, 
fiery circle, symbolizing his limitless 
ys illusion, Rajasthan, c. 18th century. 
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2. The primal triangle, emblem of cosmic energy as Sakti, the female principl i 
He / e, 
shapes of a Devi (goddess) yantra. South India, c. 18th century. e ae (0112(۸ 


Devi yantra based on the yoni-shaped plan of the ancient Vedic fire altars i- e archet 
3 4 yo E p (yoni kunda). The arch Dal 
shapes of Vedic altars and their ritual practices have both survived in tantric worshi R j nan, e 
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4 Swastika Yantra employing the ancient solar symbol of auspiciousness, a primal symbolic form. 
Rajasthan, c. 19th century. Gouache on paper. Right, a swastika seal from Mohenjo-daro dating 
from c. 2500 BC 


‘Rise © Jar that art the Brahman itself, thou art the soul of the God and grantest all success’ (Mahanirvana 
ta, the ceremonial water jar, sometimes substitutes for a yantra diagram : 
c. 19th century. Gouache on paper 
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Tantra, x, 156). The Mangala Ghal 


during ritual worship. Rajasthan, 


gala). The energy of the yantra's deity is 
8/19th century. Copper plate 


6. Mangala Yantra, worshipped for good fortune and success (man: 
expressed in the inscribed sound-syllables or mantras. Allahabad, 1 


7 A vibration-pattern of the universe results and the yantra's static shape is made kinetic when the inscribed 
mantras are chanted in ritual worship. Rajasthan, c. 1700. Copper plate 
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8 Sürya (Sun) Yantra with images of the deities of the nine 
Every yantra's linear framework supports many clusters of 
central deity. The outermost periphery is protected by guardian deities 
holy space. Seed mantras are often substituted for the images of these d 
be visualized in the spaces of the yantra by the sadhaka during meditati 
Punjab, c. 1839. Gouache on paper 


planets. A yantra is a celestial circle of the gods. 
deities, like sparks from the fiery nucleus of the 
who forbid negative force to enter the 
eities, or the appropriate deities may 
on. Sarvasiddanta-tattvacudamani, 


Yantras have been described as 'symbolic extensions of the sacred pilgrim centres : INTRODUCTION 
(pitha-sthana)' — the most holy temples of the Supreme Goddess which are scattered 
throughout India — and as ‘spatial digits’ of the divine.8 The origin of these pilgrimage 
centres is described in an Indian myth. Siva wandered through India carrying the 
corpse of Satt (or Parvati, his spouse) in grief and madness, until Brahma and Vishnu 
became so anxious that Vishnu, with successive throws of his disc, dismembered 
Sati, whose limbs fell to the earth at places all over India. These places became 
sacred centres of pilgrimage, temples saturated with holy power. Thus yantras 
should be seen, not as 'artworks' isolated from the religious tradition in which they 
developed and which sustains them, but as two-dimensional pitha-sthana, or 
pilgrim temples, in which the movement from the profane to the sacred takes place. 
The yantras of devatas are ‘revealed’ images of transcendental reality. 


The symbolic syntax of yantra imagery 


By themselves, the constituent symbols of a yantra convey only partial meanings, 
and cannot carry the universe of meaning that a yantra as a whole denotes. The 
symbolic syntax of the yantra reveals a ‘universe-pattern’ of the totality of 
existence, in which hierarchical, apparently heterogeneous planes of existence 
form a synthesis. This synthesis ‘allows a man to discover a certain unity of the world 
and at the same time become aware of his own destiny as an integral part of the 
world’. 
Broadly, the symbolic syntax of yantra can be divided into two specific 
dimensions: the cosmic and the psychic (that is, the macrocosmic and the 
microcosmic). The cosmic dimension can be further divided into the deity motif and 
the mantra element. Though the deity motif is the centre around which yantra 9 
symbolism revolves, it becomes fully meaningful only with awareness of the 
metaphysical principles and the laws and processes governing the cosmos which 
the particular divinities denote (see Chapter 3). For instance, the goddess Kali 
represents the cosmic activities of creation and destruction, and the Kali Yantra is 
| not only the receptacle of Kali but a symbolic projection of the metaphysical ‘truths’ 
| which she personifies. 
The second aspect of yantra syntax is the mantra element. Mantras, the Sanskrit 
syllables inscribed on yantras, are essentially 'thought-forms' representing divinities 7 
or cosmic powers, which exert their influence by means of sound-vibrations (see 
Chapter 2). It is put forward in the Tantras that the entire world is symbolized in 
mantra equations, as the mantra is essentially a projection of cosmic sound (Nada — ۱ 
| the principle of vibration born out of the conjunction of Siva-Sakti, the Absolute 
Principle). Yantra and mantra are always found in conjunction. Sound is considered 
a5 important as form in yantra, if not more important, since form in its essence is 
Sound condensed as matter. 
The third aspect of yantra syntax is its psycho-cosmic symbolism. Despite its 
Cosmic meanings a yantra is a reality lived. Because of the relationship that exists in 
the Tantras between the outer world (the macrocosm) and man's inner world (the 


microcosm), every symbol in a yantra is ambivalently resonant in inner-outer 
synthesis, and is associated with the subtle body and. aspects of human 
consciousness (see Chapter 5). Thus, for instance, the bindu in a yantra is cosmic 
when viewed as the emblem of the Absolute Principle but psychological when it is 
related to the adept's spiritual centre. By aligning these two planes of awareness; 
the yantra translates psychic realities into cosmic terms and the cosmos into 
ic planes. 

EUN n these dimensions of yantra syntax can be equated with all the others. 
Thus, the deity motif may be assumed in the mantra -in several instances the 
symbol of the deity is the seed sound (bija-mantra) inscribed in the centre of the 
yantra (see Chapter 2); or a mantra may be related simultaneously to a deity 
(Chapter 3) and to body-cosmos parallels, or the human body with its cosmic 
identities may itself become an ‘instrument’ — a yantra — during the yogic process 
(Chapter 5). 

Tantrism has evolved the most complex networks of these interactions, and if 
distinctions may be made between the syntactic dimensions, none can exist without 
the others since they are all mutually inclusive. 

The symbolic syntax thus integrates all the dimensions of the tantric universe. It is 
based on the holistic view of life characteristic of Indian thought. In the ultimate 
sense, the separation of elements of whatever kind is illusory. The distinctions 
between psychic and cosmic, deities and mantras, are contingent. The fundamental 
aim of ritual and meditation on the yantra is to fuse all the dimensions into a state of 
oneness. Herein lies the symbolic unity of the yantra. 

The complex nature of yantra syntax corrects the view of some scholars who have 
wrongly labelled all yantras ‘magic’ diagrams. Diagrams used for occult purposes 
form a separate category (see Chapter 8) which has evolved within the tradition, and 
the role of such yantras is peripheral in comparison with that of yantras for 
meditation. 


Varieties and types 


Yantras are most commonly drawn on paper, or engraved on metals or rock crystal, 
although any flat surface such as floors or walls may be used, especially for 
temporary yantras. Three-dimensional yantras may be on a small scale, or on the 
scale of architecture (see Chapter 7). 

^n inexhaustible number of fresh yantras may be made by rearranging the basic 
shapes and/or reshuffling the mantras. With each fresh mantra-combination a new 
yantra is created. Reciprocally, a particular yantra illustrating a specific religious idea 
may be composed in countless variations. Thus, for instance, one tantric text 
describes how the sixteen yantras of the Moon Goddesses (Nitya-Saktis) can be 
expanded into 9,216 variations simply by re-assigning their mantras.1° 

Yantras in one tradition may borrow elements from another, and their great 
abundance presupposes many levels of classification. Yantras exist in the Vedic," 
Tantric and Buddhist traditions,’ each of which has adapted the use of yantras to its 
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own specific metaphysical ideas. Vedic yantras are the oldest; Tan 
the most numerous and varied; and Buddhist mandalas ( 
they differ from yantras in being complex combinations of images within a rigorous 
linearframework, convey the same ideas, serve the same religious purposes, and have 
made a distinctive contribution to the yantra as a living form. Many yantras spring 
from Jaina sources? and embody speculative ideas of Jainism. 

Yantras may be grouped according to their uses. Some ‘architectural yantras’ are 
used as prime analogues for the ground plans of temples (see Chapter 7). Others are 
employed in astrology." Primarily, however, yantras are used in ritual worship (see 
Chapters 4, 5). There are yantras devoted to male deities, to female deities, conjointly 
to two deities, or to various aspects of a single female deity (see Chapter 3). Finally, 
some yantras are meant for occult purposes, and many of these are used as 
talismans (see Chapter 8). In addition there are several kinds of purely abstract 
designs of a symbolic kind, akin to yantras and mandalas, drawn by women on the 
floors and walls of houses with rice-paste or powdered colours during festivals and 
other religious ceremonies. These auspicious signs are known as Alipana or Rangoli, 
and are found all over India. 


tric yantras are INTRODUCTION 
literally ‘circle’), though 
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۸۱۵۵08, a sacred diagram drawn on floors with rice- 
paste during religious festivals 
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In Hindu tradition the pot-bellied earthenware or copper jar also serves as a E : wW‏ 
yantra. Called the Mangala Ghata, decorated with auspicious signs and holding " 2 NS N‏ 
ritual ingredients, the pot is symbolically the vessel that holds the nectar of gM S S‏ 
immortality. Its spherical shape is an apt analogy to the universe, and the water with ۸ Ce DRS‏ 


which it is filled symbolizes the cosmic elemental forces. The worship of the potasa 

complete yantra is very common in Bengal. When not used as a substitute fora 5 
| geometrical yantra, it is generally placed before icons or in the centre of floor 
mandalas as an auspicious symbol. In Tibetan tradition, the jar (Kumbha) is used to 
| aid meditation, during which the aspirant visualizes the entire pantheon emerging 
j from the cosmic waters symbolically contained in the jar. Such an image is also 

revered in Jain and tantric traditions. 
| No external symbol, however sophisticated, is a substitute for the body-yantra. 
} With its physical and psychological planes, the human body is considered in 
tantrism to be one of the most powerful instruments of spiritual transformation: it 
represents the physical substratum of the divine, where the evolutionary unfolding 
of the being takes place, a repository of inexhaustible power which can be tapped in 
meditation (see Chapter 5). Only by mobilizing and awakening it from its slumber 
Can one come to the fullest appreciation of its divine grace. The eternal essence is 
| within, so what need is there to seek for outer means for liberation?" The body is the 
| Sacred centre of all ritual, formula, offering, meditation, liturgy: ‘Here [within the 
body] is the Ganges and the Jamuna, here are Prayaga and Benares, the Sun and the 
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Moon. Here are the sacred places; here the pithas [pilgrimage centres] and the upa- 
pithas - ۱ have not seen a place of pilgrimage, an abode of bliss like my ٤ 
Indeed, ‘The yantra which is one's body is the best of all yantras."'? 


Yantra as archetypal wholeness 


Modern man, unaware of archaic mysteries, spontaneously draws or dreams 
mandala/yantra-like patterns when he is achieving a fusion of opposite forces within 
his psyche. Jung's extensive researches have demonstrated that such a symbol is not 
'manufactured' but discovered through primal inner sources. It springs from a 
universal human compulsion and embodies ‘timeless’ universal principles in 
archetypal language which is physically and spiritually not remote from life. This is 
evident in the impressive frequency with which similar archetypal forms appear in 
the various cultures of the world. Mandala-like forms are to be found, for instance, in 
the crystalline patterns of Islamic art, in the sand-paintings of the Navaho Indians, in 
Celtic motifs and the circular dance-forms of the Sufi order. Hence yantras are not 
merely religious signs of a particular cult but constitute objective expression. They 
are primordial ‘imprints’ of consciousness —‘shapes of conception’ that cut across all 
cultural barriers and are the heritage of all mankind. 

In archaic societies man viewed himself as a part of nature and nature as part of 
himself. In possession of this vision of unity he created sacred symbols and used 
them for transpersonal experiences. Sacred symbols enabled him to see himself as 
part of a ‘sacralized’ cosmos, breathing and moving with a life in which all elements 
of existence were interlinked. For archaic man, the universe was pregnant with 
qualitative meaning. Modern man, on the other hand, has ‘desacralized’ the cosmos, 
developed a fragmented vision of the universe and lost his original unity with nature. 
The result of this ‘quantification’ is an alienation from within — a loss of subjective 
identity and of inner and outer force. Jung has said that man’s most vital need is to 
discover his own reality through the cultivation of a symbolic life: ‘Man is in need of 
a symbolic life. . . . But we have no symbolic life. . . . Have you got a corner 
somewhere in your houses where you perform the rites as you can see in India?’ 

Symbols like the yantra are transformers of our psychic energy — such symbols 


alone allow us to discover a ‘missing part of the whole man’ that makes life joyful, 
radiant and infinitely meaningful. 


9 As body is to the soul . . . a yantra is to deity.’ Yantras are the sacred enclosures of divinities and 
indeed are inseparable from them. At the top is the yantra of the goddess Bhuvanesvari, who rules the 
three spheres of the earth, atmosphere and the heavens as space; below left, the Visvayoni Chakra 
with icons of Siva-Sakti, the male and female principles, over a triangle representing the cosmic womb 
(visvayoni). Below right, Siva appears as white point (bindu) and Sakti as red point within the primal 
triangle, symbolizing the unity of male and female Principles. Nepal, c. 1761. Gouache on paper 
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10, 11 Yantras as images of the cosmos in pristine wholeness. The various geometrical configurations of 
which they are composed include T-shaped portals, squares, lotus petals, circles and triangles — but all are 
centred on the mystic point, the bindu. The yantra of the goddess Purnesvari, above, is an archetypal image 
of the deity who embodies the balance of cosmic forces maintained by the primordial centre. Nepal, c. 1761. 
Gouache on paper 


12 The Nava-yoni Chakra floating in the cosmic waters, signifying the creation of the universe by 
the union of the male and female principles, represented by interpenetrating upward and 
downward pointing triangles. The nine inscribed triangles indicate the nine (nava) cosmic wombs 
(yoni). Nepal, c. 1761. Gouache on paper 
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Archetypal Space and Sacred 
Sound 


In every civilization there are consecrated sites and sacred places that are heavy 
with spiritual significance. Temples, caves, sanctuaries, or features such as rocks 
serve as vital points of contact and centres of accumulated energy. Such places, 
once consecrated according to traditional canon, acquire sanctity, and their 
‘enclosures’ separate the archetypal sacred space from its surroundings. The two 
areas, the world within the enclosure and the world without, also stand for the 
psychological separation of man from his habitual concerns. The wall or fence or 
‘magic circle’ — whatever form the enclosure takes — stands between the visible and 
the invisible and recalls the ritual separation of two distinct realities; the one that is 
sacred in which the divinity manifests itself and the other that is profane, the realm 
of mundane existence. 

Once consecrated, even an insignificant stone will acquire uniqueness and 
spiritual significance. In India, one often comes across such objects where a sacred 
enclosure is marked: a simple stone daubed with vermilion is laid under a tree, or a 
sacred syllable or the name of a deity may be scribbled on the wall. Such images 
‘speak’, ‘move’ and ‘breathe’ with life since they impart in a mysterious way a sense 
of primal reality. To a seeker who searches for meaning in such sites or images, the 
past participates in the present in that they preserve countless archetypal 
associations. Such a response necessarily puts out of balance all the notions of 
linear time of modern man, for whom the past is merely a dead sequence of events. 
The archetypal images, therefore, call for a new way of seeing through the 
sharpening of the innate faculties by which they were originally preserved. All such 
images, whether large or small, abstract or figurative, simple or sophisticated, re- 
create a celestial prototype and recapitulate the symbolism of the centre where the 
divine manifests itself, thus investing them with a spiritual value which is held to be 
ultimately real. The yantra enclosures follow a similar principle and accord with 
ancient intuitions. 

In the Yajur Veda (23, 60-61), a passage describing a conversation between a 
devotee and the priest who performs the fire oblation summarizes this concept. The 
seeker questions: 


Who knows this world’s central point? Who knows the heavens, the earth, the wide air 
between them? 

Who knows the birthplace of the mighty Surya [sun]? 

l ask thee of the earth's extremest limit, where is the centre of the world, | ask thee? 


He is answered by the priest: 
I know the centre of the world about us. | know heaven, earth, and wide air between 


them. - 
| know the birthplace of the mighty Surya... 


This altar is the earth’s extremest limit; this sacrifice of ours is the world’s centre. 
Thus, although made of fragments of brick and mortar, the plinth of the fire altar is 
transformed into a cosmic entity and a spiritual centre, and the altar begins to exist 
in mystical ‘time’ and ‘space’ quite distinct from the profane. In the same way, the 
archetypal space of the yantra becomes a sacred entity recognized by the sadhaka 
(aspirant). 

In our ordinary perceptions we view space as an amorphous entity which is 
related to us in units of measurement. For us space is essentially quantitative; we 
understand it in terms of dimension, volume and distance. For the adept who uses 
yantras in yogic meditation, on the other hand, space enclosed within the bounded 
figure is purely qualitative; space is absolute void and unity is a ‘sacrament’ by 
means of which he communicates with a force that stands for life itself. 

The yantra is an archetypal unit, and in the making of every new yantra the 
archetypal activity and the divine revelations repeat themselves. Each yantra's 
consecrated place acts as a dwelling for the gods, a space where movement from 
the level of profane existence to the level of profound realities is made possible. 
Symbol and meaning blend so closely that they are one reality, indistinguishable 
from one another. The yantra of the goddess Kali, for instance, is not merely her 
symbol but an indispensable complement of Kali herself, her total substance 
experienced through meditation on the ‘metaphysical’ spaces of her yantra. We not 
only perceive the yantra being ‘of Kal’, but ‘understand’ it as being one with the 
spirit of the goddess. It is said, therefore, that the wise ‘know no difference between 
the goddess [Mahe$i] and the yantra’.' 

Every yantra creates a power-field, a cosmicized circuit (kshetra) in which the 
powers of the sacred are invoked. The lines and planes localized within the yantra, 
though distinct from all the spaces that surround its outer circuit, are an expression 
of a transcendental reality. Stretching from star to star the ultimate substratum of all 
forms is space. Empty space is in itself a primordial substance and shares in the 
nature of divinity. Without it, the primordial substance whose abode is the whole 
universe would remain without support. Absolute void is defined by Indian 
philosophers as a limitless sea of undifferentiated continuum which is an ever- 
present entity not detachable from the relative, thus making all division of space 
illusory. So the spaces within a yantra, however minute, can be symbolically 
brought to ‘presence’ and expressed as being as immense as the spaces within the 
solar system. Although in the abstract this is the immutable principle on which the 
space concept of yantras functions, on the level.of human experience we are led to 
P te sacred by creating spatial divisions. The act of bounding the figure, 

g its four quarters, defining its spatial orientations, delimiting the sacred 


territory of the yantra, is an act of asserting where sacred space begins to 
manifest. 
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Archetypal shapes based on the division of a circle, after 


equations in the mathematical treatise Ganita Kaumudi _ 


(AD 1356) 
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Grammar of archetypal Space: from the centre to the 
periphery 

The optical focus of the yantra is always its centre. As the point of intersection, the 
centre is a supremely creative nucleus from which the etheric force-lines (setu) 
radiate outwards in concentric circuits and dissolve in the outer circumference 
(nemi). The nucleus of the yantra is the place of the epiphany of the divine (pitha- 
sthana). Its central cosmic zone is the inner focus of all the outwardly directed 
circuits and lines. 

In the sacred centre an epiphany may be represented in anthropomorphic form 
or as an emblem; or the spot may be marked by the mantric seed-syllables of the 
deity, such as Om, Hring, Sting, Kring. In some instances, especially in the 
important yantras such as the Sri Yantra and Kali Yantra, the mantra or devata 
image at the centre is replaced by one of the most abstract of all symbols: the 
mathematically extensionless dot, the bindu. 

In the Tantras the bindu has been given several interpretations. As an ultimate 
figure beyond which energy cannot be condensed, the bindu is an appropriate 
symbol of the first principle, the One. Therefore, the bindu is a ‘Whole’, or ‘Full’ 
(purna), the undifferentiated, all-embracing reservoir of the infinite. With these 
associations, the bindu symbol is viewed in cosmological terms as the creative 
matrix of the universe, the ‘world-seed’ (vi$va-bija), the point of origin and return of 
cosmogonical processes. Metaphysically, the bindu represents the unity of the static 
(male, Siva) and the kinetic (female, Sakti) cosmic principles, which expand to create 
the infinite universe of matter and spirit. 

In meditation, as we shall see, the bindu is the region of the absolute where the 
ultimate union of the aspirant with the divine takes place. The centre of the bindu is 
the sanctum sanctorum, the abode of supra-mundane bliss (sarva-anandamaya), and 
the ultimate goal of the sadhana (worship), Being-Awareness-Bliss (Sat-Cit- 
Ananda). Paradoxically, this last metaphysical point of integration with the totality, 
the absolute void (Sunya), is also the first cause of the universe. The bindu thus 
symbolically functions in two dimensions, one in time, in existence, as a source and 
fount of all life, and the other in a sphere beyond all time, in ‘timelessness’. Viewed 
subjectively, from the point of view of the sadhaka, the bindu corresponds to the 
energy centre of the subtle or psychic body which is visualized as located in the 
forehead (see p. 120 ff). In yantra meditation the central point of the yantra and the 
abstract centre of the aspirant are brought together by mental concentration. 

Thus the bindu conveys a variety of concepts. There is a cosmological bindu 
which functions as the root matrix of creation; the psychological bindu which 
mirrors the sadhaka's own spiritual centre; the metaphysical bindu which expresses 
theunion of male and female principles; tantrikas have even evolved the concept of 
the physiological bindu, which is concentrated as human semen. 

The ‘root’ forms from which yantras are constructed, the triangle, circle and 
Square, are considered essentially ‘primordial’ since visually they cannot be reduced 
further to orderly closed shapes. 


The rhythm of creation is crystallized in the primal symbol of cosmic location, the 
triangle. The primary sign of sacred enclosure, since space cannot be bounded by 
fewer than three lines, the triangle is thus conceived as the first symbolic form to 
emerge from the cataclysmic chaos preceding creation. In this aspect it is known as 
the root matrix of nature (müla-trikona: mula= root, trikona = triangle). The 
inverted triangle is also the symbol of creative-genetrix feminine power (Sakti), 
whose kinetic dynamism gives impetus to the inert force in existence. It is the female 
emblem (yoni-mandala) of the Sakti-principle. With these two associations, the 
inverted triangle is the first enclosure surrounding the infinitesimal nucleus of most 
yantras devoted to goddesses, and is the emblem of the great goddess Kali. The 
triangle with apex upwards denotes the male principle (Purusha) and is the emblem 
of Siva. Its numerical equivalent is 3. 

Whereas the bindu is the gathering-up of forces, the circle represents the cyclical 
forces, the contraction and expansion of astronomical revolutions, and the round of 
cosmic rhythms. Within this image lies the notion that time has no beginning and no 
end. The farthest region of space and the innermost nucleus of an atomic structure 
are bound by the constant flow of life and the rhythmic energy of creation. The circle 
may also be considered, in its concentrated form, as a bindu, or in galactic 
proportions as the expanding universe; its numerical counterpart is the zero.? 

These three fundamental shapes, the point, triangle and circle, appear in intricate 
combinations and permutations, and may be related in several ways. Most frequent 
are the diagrams formed by interpenetration of two triangles to form a star- 
hexagon: the upward pointing ‘male’ and the downward pointing ‘female’ generate 
the concept of the fusion of polarities, the male and female, spirit and matter, the 
static and the kinetic in a perfect state of unity. The numerical equivalent of this 
figure is 6. Similarly, the astakona (a figure with eight angles) results from the 
superimposition of square on square; its allusion is to the number 8, a sign of infinity 
and associated with the eight directions of space and the endless cycle of time. The | 
star-pentagon illustrates the total organization of space into the numerical order of 
5. The symbolic references of this figure are to the creative and destructive power of 
Siva in his fivefold aspect (as one of the chief divinities of the Hindu trinity, Siva has | 
been represented in innumerable forms; in his fivefold aspect his epithets include: | 
Conqueror of Death, Mrityunjaya; an embodiment of knowledge, Dakshiņa- 
mürti; Lord of Lust, Kamesvara; the Being of Life, Pranamaya-murti,; the Lord of the 
Elements, Bhütesha). 

The lotus blossom is one of the principle archetypal symbols used in yantras. 
Generally centred on the axis with its geometrically abstract petals pointing towards 
the circumference, it is the appropriate image to illustrate the unfolding of power or 
the divine essence. 

In ancient Indian cosmology, the lotus was associated with creation myths, and is 
a type of physical prop to the universe. It is, for example, often depicted as springing 
from Vishnu's navel, supporting and giving birth to Brahma, the first god of the 
Indian trinity. From its pericarp the rest of the created world issues. Since the earliest 
times, the lotus has always been a symbol of the citadel of the heart, the seat of the 


Lotuses as symbols of uniolding energies 


The cross extended into a double swastika, indicatin 
that the Supreme Principle can be reached by both 
‘right-hand’ and ‘left-hand’ paths. In the fully formed 
square enclosure of the yantra the gates Open out at all 
four sides and are invitations towards the sacred centre 


Self. Yogis believe that there are actual spiritual centres within us whose essential 
nature and luminosity can be experienced during meditation; these spiritual centres 
are often represented symbolically as lotuses. The Chandogya Upanishad (vit, |, 1-3) 
states: 

Within the city of Brahman, which is the body, 
there is a little house. This house has a shape of alo 
be sought after, inquired about, and realized. 

What, then, is that which dwells within this house, this lotus of the heart? . . . 

Even so large as the universe outside is the universe within thelotus of the heart. Within 
it are heaven and earth, the sun, the moon, the lightning and all the stars. Whatever is in 
macrocosm is in this microcosm... 

Though old age comes to the body, the lotus of the heart does not grow old. It does not 
die with the death of the body. The lotus of the heart, where Brahman resides with all his 
glory - that, and not the body, is the true city of Brahman. 


there is the heart, and within the heart 
tus, and within it dwells that which is to 


Thus the true city of the Supreme Principle is the heart, or central core of the 
individual, symbolized by the lotus which remains untouched by the banal reality of 
every-day living; from the tantric point of view, the lotus is the pure Self revealed in 
meditation, the spiritual state in its fullness. 

Because of its associations with progression, development and the life- 
expanding quality of prana (breath, or the vital force of nature), the lotus represents 
the ‘out-petalling’ of the soul-flower in the process of spiritual realization. The 
aspirant's lotus-field (padma-kshetra) is formed of the energy-centres of his subtle 
body, and their ‘opening-up’ implies the state of complete repose when the purpose 
of yogic meditation is attained. 

The square is the fundamental format of most yantras. It is the substratum, the 
receptacle and base of the manifest world. The square denotes the terrestrial world 
which must be transcended. Its prosaic regularity is contained by the compass 
points of the four cardinal directions, and its numerical equivalent is 4. 

Four is a symbol of the world extended into four directions, uniting in its 
horizontal and vertical directions pairs of opposites, and representing the totality of 
space. The square is the form of order and perfection, the ‘support’ of the yantra 
figure. 

Each of these figures — circle, square, triangle, lotus — may function as a complete 
yantra or be combined with several linear circuits. Each primal symbol has a range of 
meanings, according to its context and the plane of consciousness on which it 
functions. 

Atthe periphery of the figure are four T-shaped portals, placed at the four cardinal 
directions and known as cosmic doors because it is through them that the aspirant 
symbolically enters the cosmic force-field. Pointers directing towards the interior of 
a yantra, the portals are an initiatory threshold which simultaneously opposes the 
phenomenal and embraces the noumenal. 

The portals, with their extended gates, are the earthly plane of existence 
(bhügraha) or the region of materiality, and signify the lowest point of the ascent 
towards perfection. In effect, they represent the earthly passage between the 
external and ‘material’ and the internal, sacred space of the yantra. The frontiers 
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which are related to the directions and determinants of space have their own 
deities who forbid negative forces to enter. The deities of 
the spheres, Lokapalas, who preside over the T-shaped portals and square enclosure 
of the yantra, may be four, eight or ten in number, corresponding to the four 
regents of space, the intermediary directions, the nadir and the zenith. In yantras 
devoted to goddesses, a group of auxiliary Saktis or the eight Bhairavas (epithets of 
Siva) flank the doors. Where the yantras are completely closed circuits, as in the 
Sarvatobhadra (square grid) form, each of the outer squares (pada) is presided over 
by a guardian divinity of one of the four quarters, sometimes represented by 
emblems, such as the trident, goad, noose, etc. In all types of yantra, however, the 
basic function of these divinities is the same: to protect the sacred precinct from 


negative or disintegrating forces. 


complex iconographic 


Sacred sound 


Inseparable from yantras are the subtle vibrations which help to intensify their 
power. These sound elements are often represented by letters inscribed on the 
yantra, and in principle all yantras are associated with mystic combinations of 
Sanskrit letters." The inner dynamics of the yantra can never be understood in 
isolation from the system of sound dynamics, as the two combine to make up the 
complete ‘definition’ of the divine. The yantra-mantra complex is basically an 
equation that unites space (aka$a), which in its gross form appears as shapes, and 
vibrations, which in their finite forms occur as the spoken or written word. 

Essentially, then, a mystic sound combination composed of Sanskrit letters, a 
simple mantra consists of ‘atomic’ monosyllabic sounds such as Krim, Hrim, Srim, 
Aim, and more complex mantras are composed of a sequence of such syllables. 
Almost all yantras have some form of mantra, either simple or complex, inscribed on 
them. The centre of the yantra is generally inscribed with the most important 
syllable of the mantra associated with it, while other mantric letters are arranged in 
the spaces formed by the intersection of lines, either around the circle or on the 
lotus petals or on the outer square band (bhupura) of the yantra. Certain important 
yantras may contain all the vowels and consonants of the Sanskrit alphabet in their 
spaces, whereas others will be inscribed with whole mantric verses associated with 
the particular devata (tutelar deity) the yantra represents. 

The infinite diversity of the universe as represented by the deities is manifest most 
explicitly in the iconographic image, more abstractly as the yantra and most subtly 
by the mantra. The mantra projects through vibrations the subtle anatomy either of 
the devata (from which it is inseparable) or of the forces of the universe. The mantric 
energy condensed in the letters is seen as vested with a spiritual power beyond 
human comprehension. Pronounced correctly, joined, and with the correct rhythm, 
accent, intonation and mental attitude, a mantra becomes the ‘soul of the yantra’ 
(Kularnava Tantra), and a Vitalizing force within the mind of the seeker. 

A common mistake is to view mantras in conceptual terms, splitting hairs over the 
meaning of the vocables. Mantras are not to be regarded as parts of speech, or 


ARCHETYPAL SPACE AND SACRED SOUND 


The eight compass points locating the divinities of the 
eight regents of space who guard and protect the 
microcosmic universe of the yantra 


$rim, seed mantra of the goddess 
Lakshmi, the Sakti of plenitude and 
fortune 


The Sanskrit alphabet, symbol of cosmic sound, related 
to the parts of the subtle body and energized in a ritual 
known as Anga-nyasa. After the Sanskrit work 
Tararahasya (v. 138-40) 
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elements of grammar. They are non-discursive symbols articulating the ineffable in 
terms of resonating wavicles of sound vibrations. The concentrated symbol of the 
metric mantra and the compact whole of the yantra coincide to arouse appropriate 
psychic states in the sadhaka. S 

To be efficacious, a mantra must be transmitted by a guru to the disciple. It should 
be distinguished from the Kavaca ('cuirass' — a protective formula), the yamala (a 
mantra based on a text), and the dharani (a mnemonic formula containing a 
mantra)? : 

The image of the world as a web of sound is a constant theme of the Tantras. The 
Saradatilaka Tantra* describes the visionary world-tree (lipi-taru) as composed of an 
intricate mesh of Sanskrit letters which are the spreading resonances of cosmic 
energy. The entire physical universe, composed of the five elements (earth, water, 
fire, air, ether), is represented by a set of sound combinations on the various parts of 
the world-tree. Its seed is the self-creating original principle; its tap roots are cosmic 
location’ and vibration (bindu and nada) that spring from the eternal male and 
female principles; its branches are composed of letters that denote the earth 
element; its leaves that spread over the three worlds are made up of letters that 
stand for the water element; its shoots, bright ‘as gems’, are made up of the letter 
combinations that denote the element fire; the flowers of the tree are represented 
by the letters of the air element and the fruits of the tree by the letters representing 
ether. The Saradatilaka Tantra also divides the Sanskrit letters into five classes, each of 
which represents one of the five elements. Virtually every aspect of the physical 
world, including the solar system with its planets and stars, is symbolically 
represented by mantric equations. 

The Tantrasara divides the Sanskrit letters into combinations of two, three and 
four units, and equates these letter-combinations with the twelve zodiacal signs 
(Rasi-chakra). 

Man is included in the system of vibrations and in some Tantras‘ each letter is said 
to have an effect on a corresponding level in the human body. In a ritual known as 
the Matrika-nyasa, the ritual projection of the letters is achieved by touching various 
parts of the body while reciting mantras with the vivifying nasal sound, m; the 
aspirant seeks to transpose the sound powers of the Matrika Sakti into his subtle 
body. In a similar ritual the alphabetical conjunctions represent aspects of the 
physical universe (macrocosm) and affinities are struck with the human body 
(microcosm). 

The doctrine of the primacy and eternality of sound, which underlies the theory of 
mantra, has a very ancient history and is upheld most zealously by the Trika school 
of Kashmiri Saivism, which was influenced greatly by tantric thought. This school links 
the phenomenon of the pronounced sound as mantra with the highest 
metaphysical principle of their system — the Matrika Sakti, the Primordial Energy, 
which is latent within the letters of the mantras or mystic syllables. Speech as it is 
expressed in vocables is looked upon not only as being generated by physical organs 
and breath but as being supremely conscious in itself. Ultimately all letters are seen 
as the reflection of the universal energy divinized in the concept of Matrika Sakti. 
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ARCHETYPAL SPACE AND SACRED SOUND 


Hrim, seed mantra of the goddess 
Tripura-Sundari, denoting the unity of 
the male and female principles. It is also 
the primal vibration of the goddess 
Bhuvanesvari who presides over the 
three spheres 


Krim, seed mantra of the goddess Kali, 
representing her power of creation and 
dissolution 


Articulated speech and the alphabets are the ‘little matrikas’, or finite prototypes of 
the primordial Matrika Sakti. It is perhaps for this reason that the letters of the 
Sanskrit alphabet, called the Matrika, are also known as akshara or ‘imperishable’, 
because they share the immutable and eternal quality of their source. The Matrika 
Sakti emanates as speech on two different levels: in its ‘eternal’ aspect as mantra 
and in its finite aspect as ordinary language. 

The mantras are also intimately associated with the theory of the eternal word, 
Sphotavada, expounded by the philosophers of Sanskrit grammar, who traced the 
germ of speech or words back to divine source (an imperishable unit of speech: 
Sphota, also known as Vak, or Pranava or Sabda-Brahman), thus raising the 
formalism of grammatical speculation to the dignity of a theological discourse. The 
basis of everything, they held, is the word: ‘It is the word-element from which all the 
universe takes its birth, retains its life, and becomes capable of mutual social 
behaviour.” All transitory words that can be seen and heard are held to derive from 
a subtle form of sound (madhyama) in which sound exists as a thought-force; 
beyond this is another level of sound (pashyanti) in which sound exists as a concept 
or idea in its germinal state, like ‘the seed of a tree before sprouting’; ultimately, 
sound is generated by Para, the first stage of vibration, where it exists as 'unstruck' or 
silent sound. 

Thus any letter inscribed on a yantra can be traced back to its metaphysical 
sources; it then ceases to be a method of conveying meaning and becomes a 
fragment of sacred sound, the parallel of archetypal space, which has the power to 
tap the inert energies of the yantra. 

Particular sound-syllables are especially linked to yantras. The sound-syllable Om 
represents the fundamental thought-form of all-pervading reality. With its 
associations with the universe in all its manifestations, Om is a complete 
alphabetical yantra in its own right and can be equated with the creative point, the 
bindu. 

A number of syllables, such as Hrim, Krim, Aung, Phat, which are frequently 
inscribed in or otherwise associated with yantras, are the primary mantras (müla- 
mantra) of the divinity. They are called seed mantras (bija-mantras) as they contain 
the quintessence of the powers of the divinity and complement the ‘root’ forms of 
the yantra. These basic mantras are omnipotent formulae, instinct with the power of 
the divinity: ‘Verily, the body of the deity arises from its basic seed mantra’ (Yamala 
Tantra). They are generally inscribed in the centre of the yantra, and are substitutes 
for an anthropomorphic image as its ‘indestructible prototype’. 

In ritual and meditation with yantras, the seed mantras are pronounced from the 
diaphragm, then from the throat, rolled round the mouth and finally closed off with a 
nasal sound, m. Although the seed mantras are composed of single syllables, each 
sound is a further symbol of either an attribute or the complex nature of divinity. 
Thus, for instance, the seed mantra of the goddess Bhuvanesvari, the Lady of the 
Three Spheres, consists of four sounds, H-RĪM: H= Siva, R= Prakriti or nature, 

1— Màya or creative play, M=dispeller of sorrow. Thus the mantra represents the 
whole nature of the goddess whose worship grants boons and dispels sorrows. 


Like yantras, mantras can be categorized according to classes and purposes, and 
in principle are matched to particular yantras. Mantras which induce a trance-state, 
for instance, are associated with yantras which are used for enlightenment; 
protective mantras are paired with yantras which are defences against malignant 
powers, and so on. So intimate is this relationship that mantra and yantra are parallel 
to each other and in some cases may be interchangeable. A letter may assume the 
form of a diagram and manifest as a ‘static’ mantra-yantra; conversely, the yantra 
may be aroused into vibrating rhythm and function as a mantra. 

When a particular letter functions as a yantra it is given an abstract geometrical 
figuration. A characteristic graphic representation of the sacred monosyllable Omin 
its yantra form appears in the Orissan manuscript Sayantra Sunya-Samhita, where it is 
split into five constituent parts, starting from the bindu and proceeding to curves 
having an element of the spiral. These five graphic forms correspond to the complete 
unfolding of the basic principles of the universe in its fivefold aspects, such as the five 
elements, five subtle essences (tanmatras), five deities, five seed mantras, etc. 

In addition to the seed mantras, there are a number of cornpiex mantras 
composed of several seed-syllables. Their number, mode and purpose, with their 
yantras, are mentioned in several tantric texts. 

The structure of certain mantras is based on the esoteric symbolism of numbers. 
The mantra devoted to Siva, for instance, is composed of five letters (pañcäkshara) - 
Na/mah Si/va/ya. In religious practice and mythology Siva combines in himself five 
aspects of the universe. His eternal energy is conceived of as evident in five 


Devata Seed mantra Element Subtle element Vital air in 

the subtle body 
Sudaráana Plim ether sound Udana 
Simhasana Dhlim air touch Vyana 
Jagannatha Klim fire sight Samana 
Subhadra Slim water taste Apana 
Balbhadra Hlim earth smell Prana 


Omkara Yantra, a graphic representation of the primordial seed sound Om, symbolizing the whole 


cosmos. The letter Om is split up into five shapes to represent the entire universe, resolved into five 
cosmic principles. After the Orissan palm-leaf Ms. Sayantra Sünya-Samhita 
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Durga (an aspect of Kal) Dharana Yantra, with mantras 


activities : he enfolds the whole of creation, and in this aspect is known as Sadyojata: 
he preserves it as Vamadeva; he reabsorbs or dissolves it as Aghora; he veils or 
conceals the world of phenomena in his Tatpurusha aspect; finally, as I$ana, he 
grants boons and bestows on his devotees grace which leads towards final 
liberation. These five aspects are correlated with important and fundamental sets of 
five psycho-cosmic principles such as the five elements, the five senses and five 
quarters (the four regents of space+ zenith). This is one of the reasons why the 
pentagon is associated with Siva (see p. 32 above). The five syllables of the Siva mantra 
are an attempt to illustrate his immanence in his five aspects, and when his mantra is 
inscribed in the yantra, it symbolically recapitulates the fivefold Saivite tenets. 
Similarly, the mantra devoted to the second god of the Hindu trinity, Vishnu, has 
twelve syllables - Om/ Na/mo Bha/ga/va/te/ Va/su/de/va/ya; as does that of the sun 
god Surya, associated with the twelve zodiacal signs. 


The Gayatri Mantra 


One of the most important longer mantras, commanding great respect since Vedic 
times, is the Gayatri Mantra. This reads: Om bhur bhuvah swah tat savitur 
varenyam, bhargo, devasya dhimahi, dhiyo yo nah pracodayat, Om — ‘May we 
meditate on the effulgent Light [or Powerl of he who is worshipful and who has given 
birth to all worlds. May he direct the rays of our intelligence towards the path of 
800d.’* The tantric version of the Gayatri Mantra in the Srividyarnava Tantra? given in 


the table below, illustrates how each of the syllables of the expanded mantra is 
linked with a deity, a colour, a bodily mechanism anda cosmic principle. The mantra | 
is inscribed in a circular fashion in the Gayatri Yantra, symbolically integrating a | 
whole mantra-picture of the universe with the yantra form. 
Mantra syllable Colour Sakti (goddess) Cosmic principle 
(micro-macrocosm) | 
Tat yellow Prahladini earth 
E Sa/ pink Pradhà water 
^ vi/ red Nitya fire 
tuh blue Visvabhadra air 
va/ fiery Vilasini ether 
re/ white Prabhavati smell | 
ni/ white Jayā taste | 
yam white Santa sight 
J Bha/ black Kanta touch 
£x rgo red Durgā sound 
De/ red on lotus Saraswati speech 
va/ white Viśvamāyā hands 
gio. sya golden-yellow Visalesa genitals 
Dhi/ white Vyapini anus 
ma/ pink Vimala feet 
hi conch-white Tamopaharini ears 
Dhi/ cream Suksma mouth 
yo red Vi$vayoni eyes 
Yo red Jayavaha tongue 
Nah/ colour of the 5 nose 
rising sun 
Pra/ بت‎ of blue Parà mind (manas) 


yellow Sobha ego-sense (ahamkara) 


da/ 1 white : Bhadrarūpā The first causal 


principle of the world 

(mahat) 
yar white, red, Trimurti Three qualities of mat- 
black erial nature: sattva, 


rajas, tamas (i.e. radi- 
ance, activity, inertia) 


HES 
af Ek 4 : E. 


The Gayatri Yantra inscribed with the Gayatri Mantra. Rajasthan, c. 19th century. Ink and colour on paper 
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Deity 


Vishnu 
Bharti 


Brahma 


Rudra / Rudrani 
(Siva) (Sakti) 


Ne D Chakra. The 


Chakras of 
the subtle 
body 


Sahasrara 
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between the‏ 
eyebrows‏ 


Vi$uddha 
throat centre 


3ھ 
level of the‏ 
heart‏ 


Manipüra 
navel 


Svadhishthana 
below the 
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— base of spine 


siva/Sakti. The 
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The reason the sound vibrations of the Gayatri Mantra are divided into twenty-four 
syllables is probably to correspond with the twenty-four cosmic principles, 
technically called tattvas, of the traditional Samkhya system of Indian thought (see 
p. 74). These principles, from the point of view of creation, represent the entire 
static and kinetic universe; from the point of view of man, they embody the whole 
psycho-physical and spiritual self. 


The Sri Vidya Mantra 


A highly esoteric mantra is the Sri Vidya Mantra which is discussed in the Varivasya- 
Rahasya, a tantric text devoted to the supreme goddess Tripura-Sundari who, in her 
knowle aspect, is known as Srî Vidya. The cosmic vision of the tantras can be 
considered either exoteric or esoteric; these two viewpoints give two sides of a 


single doctrine, The former looks at the exterior, the literal, and is easily 
comprehensible; when tantric deities are in their exoteric sense, for example, they 
are comprehended by the senses in their image form. But from the subtle, or 


esoteric, point of view the deities are expressed in a group of vibrations like the 
mantra of Sri Vidya. Esotericism being more subtle and interior, Srî Vidya sadhana 
(ritual practice) is confined to ‘secret circles’ in which the individual teaching is by 
oral transmission from the preceptor according to the disciple’s level of spiritual 
awareness. The Sri Vidya Mantra consists of fifteen seed-vibrations which are partial 
aspects of the supreme goddess and are believed to hold the force of Enlightenment. 
This mantra may be worshipped in the Sri Yantra (see p. 109), or in the Yantra of Nine 
Triangles (Nava-yoni Chakra, see opposite), in which case the fifteen esoteric 
syllables are divided into three principal groups and are inscribed in the primal 
triangle around the bindu. 

It is held by Sri Vidya practitioners that one syllable of the fifteen is in the nature of 
Pure Consciousness (Cit). This secret syllable is generally not recorded in the texts. 
When uttered by the guru with the correct instruction it can bring about the 
aspirant's direct comprehension of the highly esoteric properties of the yantra- 
mantra complex. Like the Gayatri Mantra, above, the Sri Vidya Mantra has a precise 
psycho-cosmic symbolism. 


The combinations of letters inscribed on the yantras must be logically congruent 
with the structure of the Sanskrit language. Certain important yantras, such as the 
$n Yantra, have all the Sanskrit vowels and consonants inscribed in their angles or 
on the lotus petals. According to tantra, the first Sanskrit letter, A, represents Siva. 
When the letter A is aspirated and pronounced from deep in the throat, it sounds 
Ha, the letter symbol of Sakti as well as the last letter of.the Sanskrit alphabet. The 
combination of the two letters A and Ha embraces the entire range of the Sanskrit 
alphabet and epitomizes the whole of creation in its subtle aspect as sound. 

As related to yantras, then, mantras serve two main purposes. They stand for the 
deity whose mantrais inscribed on the yantra, and they are used extensively during 
worship and meditation with yantras, chanted and intoned during ritual (see pp. 


402-5). Ritual mantras may take the form of complete verses, repeated 
combinations of the seed syllables (japa) or single letters which serve in some cases 
as ‘reminders’ of ideas of the qualities either of the deities or of the universe. 

Finally, the mantra and the yantra form a complex dialectic of form and sound, 
Although the yantra and the mantra are two distinct principles and operate on two 
distinct levels, they are mutually influential and complementary: every yantra can 
be reduced to certain frequencies of vibration (mantra) and every sequence of 
vibrations can be grouped into particles of matter to form an appropriate 
geometrical shape (yantra). The yantra and the mantra are meant to substitute for 
each other and operate ona principle of modern science similar to the conservation 
of energy into matter and matter into energy. A yantra in its ‘root’ vibration may be 
considered as a seed mantra of the divinity and allowed to exist only in the mind as a 
thought-force, or the nucleus of the seed mantra may be exteriorized, expanded and 
localized as harmonic lines. In other words, it is possible to ‘see’ sound as form and 
‘hear’ pattern as sound. 

Recent research in cymatics (the study of the interrelationship of wave-forms and 
matter) has shown remarkable results: ‘The Hindu sacred syllable Om, when 
correctly uttered into the tonoscope, apparently produces the circle 'O', which is 
then filled in with concentric squares and triangles, finally producing, when the last 
traces of the ‘m’ have died away, a “yantra’.’'? Such complex energy 
transformations lend support to the conclusion that yantra and mantra, in the 
ultimate sense, are one and the same. 

Yantra and mantra thus present the union of archetypal space and sacred sound. 
Both are aids to inward illumination which tap the senses of sight and sound in 
order to transcend the phenomenal. Each is inseparable from the other, with mantra 
the ‘soul’ and yantra the ‘body’ of subtle sound. 


T ; pans of the goddess Chamunda (a form of the great goddess Kali) inscribed with sacred 
7 les or mantras. Here the seed mantras Om, Hrim and Klim are related to each part of the 
yantra, intensifying the diagram’s energy and Vitalizing its static shapes when they are meditated 


_ upon or chanted during worship. Rajasthan, 19th century. Ink and colour on paper 
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Xtra and seed mantras of the 


goddess Durga, an aspect of Kal, representing the dissolution of the dark 
ature and triumph over e 


vil. Rajasthan, 19th century. Ink and colour on Paper 
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15 Yantra with the syllables Om Hrim inscribed in the centre and at the cardinal directions. This 
| mantra is the symbol of the tantric goddess Lalità, denoting her creative play (Maya) which gives 
| rise to the manifested world. Rajasthan, 19th century. Ink and colour on paper 


اہ رر ا 


16 Kalyana Chakra, the ‘Wheel of Fortune’. The mystic syllables radiating from the centre are 


grouped in a cryptic manner in order to conceal the yantra's esoteric significance from the 
uninitiated. Rajasthan, c. 19th century. Ink and colour on paper 


17, 18 All tantric deities have their corresponding yantra forms. Top, from left to right: yantra of 
Annapurna, a form of Durga, and three yantras of Mahavidya Bagalà-mukhi; above, from left to right: two 
yantras of Surya, the Sun God; one of Siva; and one of another aspect of Siva, Mrtunjaya, the Conqueror of 


Death. Mantramahodadhi, Rajasthan, c. 18th century. Gouache on paper 


19 Ceremonial yantras of the partial aspects of the feminine or kinetic principle, which is 
considered by tantrikas to be the highest principle of the cosmos. Left, three yantras of the 
Supreme Energy as a young maiden, Bala; right, an Annapurna Yantra devoted to the goddess as 
the giver of food and plenty. Mantramahodadhi, Rajasthan, c. 18th century. Gouache on paper 


| 
20 Yantras of deities are essentially aids to concentrated visualization and contemplation. The 

imagery of the cosmic ‘whole’ allows the worshipper to discover his own inner wholeness. Three 2: 

yantras of the goddess Tara draw the sadhaka’s vision to the mystic centre. Mantramahodadhi, 


Rajasthan, c. 18th century. Gouache on paper 
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21 Yantra from a series used for inner visualization of the cosmic 
basis for their symbolism, leading to the ex 
board 


processes which provide a metaphysical 
perience of man-cosmos unity. Nepal, c. 18th century, Gouache on 
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Metaphysics of Yantra 


Considered as being essentially guides to human enlightenment, yantras express a 
comprehensive vision of reality, illuminating for the sadhaka the nature and 
mystery of the cosmos. The framework of metaphysical teachings within which 
yantra symbolism evolved is a ‘transcription’ of the main principles of Indian 
thought, some of the oldest systematized speculations on man and nature. 

One of the principal symbolic components of the yantra is the deities inscribed or 
depicted within its linear framework. So varied and numerous are the possible deity 
projections that the whole pattern of the yantra may be considered as a complex 
rubric of divine manifestations. These deities are expressions of conscious principles, 
relating the aspects of the manifested universe; and, as we shall see in the following 
chapters, they are equally symbols of the phases and forces of the human mind and 
personality. 

Tantra has absorbed the whole corpus of earlier traditions and evolved its own 
cosmic vision, giving specific tantric interpretations to the traditional Hindu deities. 
Accordingly tantric $aiva yantras project the manifold nature of Siva; Vaishnava 
yantras depict Vishnu in his divine incarnations, with his qualities and 
characteristics; and yantras devoted to goddesses are the summary of the attributes 
and emanations of the Female Creative Power (Sakti). The surrounding deities of 
yantras — there may be as few as three or as many as one hundred in a single yantra — 
are technically known as Avarana Devatas (deities who shadow or veil the principal 
archetype). According to Kamakalavilasa (v.35), in goddess yantras they are like a 
‘patch of cloud’ which hides the luminous effulgence of the Primordial Goddess 
placed at the centre of the yantra whose radiance is like the sun. The Avarana 
Devatas are like the limbs of the primordial Sakti in her transformation in her yantra. 


The Principle of Energy 


A fuller understanding of the metaphysical basis of yantra must begin with 
consideration of the tantric doctrine of Sakti. Sakti is the immense power inherent in 
the universe. Everything that moves and breathes is a manifestation of Sakti and has 
its basic consciousness, power and action. Sakti is a creative mystery that displays 
itself in different spheres in different ways. To the physicist Sakti implies the inherent 
active force of matter; to the psychologist Sakti displays itself through the external 
stimulus that acts on the mind; to the mystic the spiritual experience of unity is 
Sakti. The entire edifice of science may be seen as being related to the notion of 
Sakti, with matter, energy, sound — all the main constituents of physical science — 


displaying a power that is their essential nature. Everything in life possesses a force to 
transform, to become, to be, to expand its inherent nature and grow as it were from 
within, which is Sakti. 

For tantra this Sakti is both transcendent (abstract) and immanent (concrete). If à 
synthesis of all active and potential forces were possible, there would still be an 
inexhaustible and untapped reservoir of this force. Sakti is therefore seen as creating, 
maintaining and absorbing every aspect of life and plane of existence. Although the 
Sanskrit word Sakti is feminine, the concept refers to a cosmic principle that 
transcends finite explanations in terms of gender: Sakti, Mahakala Samhita states, ‘is 
neither female nor male nor neuter. It is inconceivable, immeasurable Power, the 
Being of all which exists, Void of all duality, attainable in illumination." 

The highest personification of the Supreme Energy Principle is expressed 
iconographically as feminine in the Tantras. Though neutral in her ultimate aspect, 
theologically Sakti is contemplated as a goddess, or Devi, under the names of Kah, 
Tara, Durga, Parvati, Lakshmi, etc. 

In early Indian history the vision of the sacred as feminine received litt 
Vedic theology was male-oriented, and goddesses were assigned peripheral roles: 
they appear as consorts to male gods and as subservient to male power. By the 
beginning of the tantric renaissance (AD 700-1300), however, the female 
reappeared with greater importance and began to share the grandeur of the gods. 
Eventually, goddesses exercised so great an influence in Hindu mythology that 
they overshadowed the previously male-dominated theology and became ‘total’ 
symbols of divine power. 

The female principle as an emblem of kinetic or potential energy as well as the 
chief symbol of the Absolute Reality (Brahman) has since dominated the whole 
range of tantric thought.? In the Devi Upanishad (1-3) the Supreme Goddess explains 
hertrue nature, that transcends all empiric existence and represents all the attributes 
and functions of the Hindu trinity: 


> attention. 


Great Goddess, who art Thou? 

She replied: | am essentially Brahman [the Absolute]. 

From me has proceeded the world comprising Prakriti [material substancel 
and Purusha [cosmic consciousness], the Void and the Plenum. 

I am [all forms of] bliss and non-bliss. 


Knowledge and ignorance are Myself. 

| am the five elements and also what is different from them, the panchabhütas 
[five gross elements] and tanmatras [five subtle elements]. 

l am the entire world. 

l am the Veda as well as what is different from it. 

I am unknown; | am born 

Below and above and around am 1. 


The origin of the goddess has been described in several ancient texts? A Hindu 
legend explains that in a battle to overthow negative forces, the denizens of 
heaven, Brahma, Vishnu and Siva, emitted a flood of their energy in all directions 
which condensed into the form of a woman. This is how Sakti, having emerged from 
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Avarana (surrounding) deities invoked in the Kali Yantra. 
In the 15 angles of the triangle; 1 Kali, 2 Kapalini, 3 
Kulla, 4 Kurukulla, 5 Virodhini, 6 Vipracitta, 7 Ugra, 8 
Ugraprabha, 9 Dipta, 10 Nila, 11 Ghana, 12 Balaka, 13 
Matra, 14 Mudra, 15 Mita. In the 8 lotus petals: 1 
Brahmi; 2 Indrani; 3 Mahesvari; 4 Camunda; 5 Kaumar; 
6 Aprajita; 7 Varahi; 8 Narsimhi; and the traditional 
deities of the eight regents of space. Alter the tantric 
work Kali Tantra 
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a miraculous amalgamation of the energy of the gods, concentrates all the powers 
of the gods in her person. 

Around this central feminine principle, a complex and varied feminine theology 
has been developed in the Tantras. Innumerable goddesses were named, each 
representing one of the manifold aspects of the principal feminine divinity, and 
many have been given their symbolic identity in yantras. A substantial number of 
yantras of female divinities are described in some of the important tantric texts.4 
Several tantric texts deal exclusively with specific goddesses and give elaborate 
descriptions of yantra, mantra, mode of worship, etc. Thus just as there is a 
representational iconography of feminine theology, there is, parallel to it, a 
symbolic, abstract, repertoire of Sakti yantras. 

The theology of Sakti as feminine branched off into two major streams, the 
schools of the goddess Kali (Kali-kula) and the goddess Srî, whose worship is known 
as Sri Vidya. Both schools developed their own specific auxiliary deities around 
their central goddesses and also devised yantras which illustrate some of the 
dominant philosophical concepts of their respective systems of thought. 


Yantra of Primordial Energy: Kalt 

Kali, one of the most awe-inspiring goddesses of the Hindu pantheon, gained an 
extraordinary popularity in tantra and is the object of fervent devotion in tantric 
forms of worship. Perhaps her great popularity in tantric ritual is explained by the 
fact that she is the embodiment of certain key metaphysical principles of the tantric 
tradition. Reigning supreme among goddesses in the Tantras, Kali is a power-symbol 
displaying the original unity of the transcendental in her feminine form. Although 
her prehistory has been traced to Vedic origins and non-Aryan sources; Kali makes 
her ‘official’ first appearance in the Markandeya Purana,® where she is said to have 
been born from the brow of Durga in a battle between gods and demons. In this 
context, Kall is considered as the terrible form of the great goddess Durga, another 
consort-Sakti of Siva, who was so called to commemorate her victory over the 
buffalo-demon Mahisha. Kall’s gory image and symbolically fierce appearance have 
been the subject of extensive descriptions in several tantric works. The 
Karpuradistotra, a short devotional hymn, describes an awe-inspiring vision of the 
goddess: Kali is dark of skin, garbed in space (naked), with dishevelled hair; blood 
trickles from her mouth; in one hand she waves a sword and with the other holds a 
skull; her waist is girdled with severed heads. ۱۵۲5 favourite place of repose is a 
cremation ground littered with corpses. 

The terror-drenched iconographic imagery of Kali as the annihilating power of 
Time and the Energies of creation and dissolution is condensed in her yantra for 
worship into the bindu, a circle, an eight-petalled lotus and ‘three pentagons’ (actually 
five inverted concentric triangles). 

In her yantra form, Kali appears in the central dot, or bindu, as a conscious source 
or womb of the world. She is the energy aspect of material nature, whose 
inexhaustible kinetic quality is possessed by and unites with the Absolute for the 


sake of creation. Her primordial explosive will to create is contrasted with Purusha, 
the male principle, not as ‘matter’ to ‘spirit’ but as male to female. The bindu shows 
her non-separability and non-difference from the Supreme Male Principle, Siva, 

As the Supreme Generative Energy, Kalris the material, instrumental and efficient 
cause of material nature, and in this aspect she is represented as Prakriti, symbolized 
by the lotus-form of the yantra. Her creative urge impels material force (Prakriti) to 
diversify into an infinite number of grosser forms. The eight petals of the lotus denote 
the eight elements of Prakriti — earth, water, fire, air, ether, mind (manas), intellect 
(buddhi), ego-sense (ahamkara) — of which the phenomenal world is held to be 
composed and which are none other than herself. Kalr's creative function as Prakriti 
associates her with the active power of time. She is the Mistress of Time who weaves 
the warp and woof of countless aeons from age to age. She represents the cyclic 
time-consciousness of nature that transcends the short span of individual destiny. 
Worlds emanate from her womb like bubbles from an ocean. Without her pulsating 
Prakriti-function, the whole of existence lies inert and unmoving as a corpse. Just as 
she is the creator, so she is the preserver, of the infinite cyclic order of time. Her 
ceaseless mother-aspect sustains life, while she simultaneously carries on her 
cataclysmic functions of creation and dissolution. 

Prakriti in her phenomenal aspect is associated with the concept of Maya - 
represented in the circle of the yantra. The word maya has two connotations. 
Positively, it is the spontaneous, inexplicable power of the divine; Kall is ۸۸۸۳۱8-1۶5 
and the world is an effortless creation of her divine reflex. But in relation to created 
matter, the maya-created world is viewed negatively as an all-pervasive veil, or 
delusion and ignorance. Maya is that which intoxicates man and deludes him into 
taking the fleeting and shifting appearance of the world for reality. The lesson of 
Maya is that man must apprehend the true nature of the world, the inner meaning of 
its secret forces operating beyond the flux of appearances. The circle of the Kali 
Yantra symbolically indicates that the veils of Maya which confine man to the ‘circle’ 
of life need to be pierced in order that he shall ‘see’ reality. 

The fifteen corners of the five concentric inverted triangles of the Kali Yantra 
represent the Avayavas, the 'aspects' or psychophysical states: the five organs of 
knowledge (jnaendriya); the five organs of action (karmendriya); the five vital airs 
(prana); i.e. they relate to the body, the senses, and the receptive functions. The 
Karpuradistotra states that the symbols of the Kali Yantra are to be taken into the 
body of the worshipper, while the famous tantrika poet-saint Ramprasad (1718-75), 
in his hymn written in adoration of his patron goddess Kali, bids the worshipper to 
‘Fashion Her image with the stuff of mind and set it on the lotus throne of your heart.’ 
The Kall Yantra is both an ‘object’ existing in the external world, anda ‘subject’ to be 
interiorized in the human body. Kali is both a cosmic reality and a psychic fact. 


Sakti-clusters 


The role of the Supreme Sakti can be compared with the role of the sun in the solar 
system: like the sun, the Supreme Goddess is the source of countless ‘energies, 
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Yantra devoted to the Sakti-cluster of 64 Yoginis, tantric 
deities representing the cycle of time. Each inverted 
triangle is the sacred seat of the Devi, 


female deities who are principally her emanations, or her partial archetypal images. 
The concept of Sakti emanations is similar to the doctrine of the incarnations of 
vishnu in Hindu tradition, but the notions of emanations and avatars should not be 
confused. The immense array of Sakti transformations developed separate 
personifications and are classified in descending order. Certain goddesses are the 
complete manifestation (purnasakti) of the supreme female principle; some are her 
partial emanations (am$a-rüpini); some are fractions of her power (kala-rüpini); the 
last group — mortal women are included here — constitute the 'parts of the parts of 
fractions’ of the Supreme Goddess (kalarn$a-rüpini). These manifestations may be 
worshipped individually or collectively in a ‘circle’ of goddesses. The innumerable 
Saktis appearing in yantras are obviously ordered and generally form clusters like 
galaxies, which ‘orbit’ together. In principle, a particular divinity is assigned to a 
specific group, moves with it and is worshipped in the centre (pitha-sthana) of the 
yantra; like the sun, she commands the luminous sphere of her Sakti-cluster, who 
are disposed on the inner circuits of the yantra, on the lotus petals and within the 
square band. Each of these Saktis is a power emblem, poised to transform the baser 
aspects of material existence into the radiance of being. All these divinities have 
their roots in Siva’s ‘consort’, who is held to be the source of the ‘entire female 
mythological system’.'° 


Daga-Mahavidyas: the Sakti-cluster of 
the ‘Ten Great Wisdoms' 


The ‘knowledge’ aspect of Kali is represented by a Sakti-cluster of goddesses who are 
known as the Daga-Mahavidyas, the Ten Great or Transcendent’ Wisdoms. The 
Devibhagavata Purana explains the mythical origin of these goddesses, essentially 
goddess transformations of Kall. In a feud between Siva and Sati (his consort Parvati), 
the goddess transformed herself into her terrible aspect as Kall. Seeing her horrific 
image, Siva tried to flee from the scene, whereupon Kalrin all her magnificence filled’ 
the four quarters, in the ten directions, with her ten energies or major forms, which 
are to her what sparks are to fire. 

The myth symbolically alludes to the notion that the ten energies encompass the 
whole knowledge of the universe. Together, they are the expression of the cycles of 
life, and the summary of all planes of existence. These feminine embodiments of 
knowledge constitute the power of wisdom that rouses the aspirant from the illusion 
of existence, and awakens dormant qualities of mind towards conscious awareness 
and perfect wisdom. In their yantra forms they are a cluster of varying degrees of 
concentration and are aspected either as divine, heroic, terrifying, demonic or 
peaceful, or as embodiments and consummations of human perfection. In a 
particularly tantric connotation their contrasting aspects, the horrific and 
beneficent, constitute two opposite principles. They inspire and shock, flower and 
fade, simultaneously, since the polarity of the divine nature is perfectly acceptable 
within the tantric system. In their ‘knowledge’ aspect their greatest boon is that they 
represent forces that are related to the powers of time, of death, of the continuous 
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flux in life which is a constant reminder that life is a passing phenomenon, 
continuously devouring and being devoured. To a mind that is sunk in the mire of 
worldly illusion, the power of time appears as fearful. But for the aspirant, the 
confrontation of the brevity of existence symbolized by the fearful aspect of the 
goddess generates conscious introspection and renewed spiritual impetus. 

There are specific Tantras devoted to each of the ten Mahavidyas,"" each named 
after a goddess and explaining her nature, yantra, mode of ritual, and the benefits 
that are gained from her ritual. Two main centres of the Dasa-Mahavidya worship 
are Bengal and Mithila in Bihar state, eastern India. In Mithila, when a child is born the 
local priest assigns one of the ten Mahavidyas as his chosen deity (Ishta-devata) and 
the individual generally adheres throughout his life to the worship of the deity in 
either a yantra or image form. 

Each of the goddesses has a specific cosmic function. The first Mahavidya is ۲ 
herself. As we have seen in discussing her yantra, Kali is the Sakti of Kala, or the 
transcendent power of Time; she is the embodiment of the tirne-force of the 
universe and is therefore the primordial evolutionary principle. Her seed mantra is 
Krim. 

Time-movement presupposes change and transformation, so the second 
Mahavidya, Tara, symbolizes the power of aspiration, spiritual ascent, the potential 
that is actualized through the process of transformation. Her yantra is an eight- 
petalled lotus in a circle, with an inverted triangle, the first pattern of cosmic location 
significantly representative of the goddess's fundamental urge, the pure desire to 
create. Her seed mantra is Om. 

The third Mahavidya, Sodasi, represents the power of perfection and sustenance. 
Her name means 'sixteen', a number associated with perfection and totality (see pp. 
65-6). Sodast is the full cycle of creation, when the entire universe, like a flower, is in 
full bloom, a quality that is represented in her yantra with its nine ‘cosmic wombs’. 
She is one of the goddesses of this group who is worshipped widely in her own right. 
She is the chief deity of the Sri Vidya form of worship (see pp. 42-3) and is invoked 
either in the great Sri Yantra or in her own yantra, the Nava-yoni Chakra. Her seed 
mantras are Aim, Klim, Sauh. 

The fourth goddess-transformation is the Lady of the Spheres, Bhuvanesvari, who 
illumines the universe with her radiance and beauty. She appears in her yantra 
seated on a star hexagon which is associated with the transcendent immensity of 
the two (male and female) principles as one. With the colour of the rising sun and 
moon as her diadem, her anthropomorphic image placed in the centre of the yantra 
is surrounded by two rings of eight- and sixteen-petalled lotuses. Whereas Kalî is 
supreme as time-consciousness of the universe, Bhuvaneésvariis the chief projection 
of space-consciousness, a quality recalled in part of her name (Bhu=space, and also 
support). The supporter of all existence, she is, therefore, extension, expansion and 
infinite space in which everything is contained, and is also the ruler of the three 
spheres, earth, atmosphere and the heavens as space. Her seed mantra is Hrim. 

The fifth Mahavidya, Chinnamasta, symbolizes the end of existence or the 
consummation of the ever-burning, ever-devouring life-cycle that precedes and 
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Sakti-cluster of the ten Mahavidyas and their association 
with the regents of space, indicating that they contain 
the knowledge of the whole cosmos, encompassing all 
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The yantra cluster of the ten Mahavidyas (from the top, 
clockwise): Mahavidya Kali, Tara, Sodasi, Bhuvanesvari, 
Chinnamasta, Tripura Bhairavi, Dhumavati, Bagala- 
mukhi, Matangi, Kamala. A variant after the tantric 
manual Sakta-pramodah 
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influences resurrection. She is shown decapitated, holding her head in her left hand, 
while drinking streams of blood-nectar flowing from her own severed neck. In her 
yantra, the destructive aspect of her image is implied symbolically by triangles and 
circles. Her seed mantra is Hum. 

Tripura Bhairavi, the sixth manifestation, is the embodiment of the power of 
destruction and is constantly dissolving the world by her incessant active (rajasika) 
tendency. Her yantra is a hexagon placed within a circle of lotuses, and her seed 
mantra is Hsraim, Hsklrim, Hssrauh. All existence is permeated by the two opposing 
forces of growth and decay; all that exists is subject to dissolution from the very first 
moment of its being. The annihilating power of time is represented in the yantra of 
this goddess by the nine triangles which symbolize the disintegrating planes of 
existence. 

The omnipotently destructive Tripura Bhairavi is followed by the ash-coloured 
Mahavidya Dhümavati, the embodiment of ultimate destruction. Her all-powerful 
destructive tendency, with which she reduces the world to ashes, is recalled in her 
name, the ‘Smoky One’. Dhümavati is the night of cosmic slumber, a state of 
existence when everything in the universe lies inert, unused and ‘dead’. She is 
conceived as a ‘widow and therefore without a male consort. She symbolizes 


ignorance and darkness veiled within itself; her outward manifestations in the world 
are despair, dread, poverty, hunger and misfortune. Dhümavatr's yantra is a 
hexagon within an eight-petalled lotus and her seed mantra is Dhum. 

The eighth manifestation of Kall is the crane-headed goddess Bagala-mukht who 
represents the unconscious tendencies in man that lead him towards illusion, 
though her power immobilizes and stifles all movements and actions. By her force 
fire turns cold and anger is appeased. She is propitiated to suspend activities of 
nature. Her yantra is like Dhümavati's apart from an additional triangle within the 
hexagon. Her seed mantra is Hlrim. 

The ninth Mahavidya, Matangi, represents the power of domination, dispels evil 
and dispenses justice. Her yantra, again, is like 050013۷88۲۷۶ and is differentiated by 
her seed mantra. 

The tenth Mahavidya, the lotus-coloured Kamala, is like a flower blossoming in 
everything and represents a state of reconstituted unity. She is the embodiment of 
all that is desirable and therefore reveals herself in good fortune. Everything joyful is 
associated with her. The yantra of this Mahavidya, too, is a hexagon placed within a 
circle of lotuses, and is differentiated by her seed mantra, Srim. 

The ten Mahavidyas can broadly be grouped as belonging to descending or 
ascending planes of reality. Starting from the nadir of creation, there are the 
Mahavidyas associated with the darker forces of life which are invoked through their 
yantras for occult or magical purposes, while those at the zenith of creation and 
dominated by the effulgence of the pure state of being are invoked for spiritual 
knowledge of the highest order. All the aspects of goddess-transformations bring 
liberation, although some may bring the aspirant to the shores of knowledge, others 
to the summit. 

In the tantric tradition, especially among Saktas (worshippers of the Female 
Principle), these deities are looked upon with great veneration because they hold 
the key to the psychic transformation of the seeker. The ten goddesses act as an 
impulse of intelligence. Their gory associations are meant to horrify and shock. They 
strip reality bare in order that the seeker may confront the truth of transience. There 
is, however, another revelation of the Tantras which is brought out boldly through 
this Sakti-cluster: that life and its manifold processes are not an inert, even, state of 
oneness; what justifies existence is variety, contradiction, change and multiplicity. 
Tantrism shows a preference for a dynamic concept of cosmic unity which implies a 
harmony of all differentiations and paradoxes. The Sakti-cluster of the Mahavidyas 
as a whole reflects this dynamic unity of existence in which all aspects of life, the 
darkest, the purest, the most forceful and the inert, have been combined to form a 


whole. The ultimate consummation for the sadhaka lies in his absorbing this vision of 
unity in diversity. 


22, 23 Mahavidya Chinnamasta, fifth transformation of the great 
goddess Kali, in iconic and yantra forms. The Devi with her two Saktis 
(female energies) whom she nourishes represent the triad of cosmic 
phases — creation, preservation, and dissolution - triple and cyclical 
functions symbolized equally by the triangles and circle of the yantra. 
Rajasthan, c. 18th century. Gouache on paper _ 


24, 25 Contemporary image of the great 
goddess Kali, first in the cluster of ten goddesses 
known as Mahavidyas, and the primal Sakti, 
symbolizing the triple cosmic phases of creation, 
preservation and dissolution - that is, embracing 
the totality of existence Below, Kûlrs presence is 
invoked during ritual worship by Sri Satyanand 
Giri, a tantric guru of Kalighat, Calcutta 
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26 Kali Yantra, an image of the cosmic functions of the Supreme Energy. Nepal, c. 1761. Gouache on paper 


27 Siva as Kamesvara (top left), the personification of 
primordial desire, and Siva with his Sakti, Kamesvart (top 
right). The cosmic pair represent the primordial male and 
female principles, and the corresponding energy. 
patterns are shown below. Nepal. c. 1761. Gouache on. 
paper 
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Cosmic Time: the Nitya Saktis 


The Supreme Energy is personified as Cosmic Time in the great goddess Adya Nitya 
Lalita (Adya — primordial, Nitya — eternal), who divides herself sixteenfold and is to 
be contemplated as sixteen Nitya Saktis. These Saktis’ descriptions, with their 
meditations and yantras, occur in the Tantraraja Tantra.'? The Nitya Saktis partake of 
the luminous nature of the moon in the bright half of the month, and their esoteric 
symbolism is based on the mathematical enumeration and multiplication of the 
number 16 which has mystical associations in Indian tradition. The imagery of the 
sixteen moon digits (or Kalas = fractions) is drawn from the cycle of the moon which 
waxes, wanes, disappears and is ‘reborn’, a symbol of recurrence, fecundity and 
abundance. Just as in the bright half of the lunar month the moon appears to evolve 
gradually in fractions until its fifteen parts vanish and merge in the ^whole', or full 
moon, though its actual unity remains unchanged, so the fifteen minor Nitya Saktis 
(also known as Kalas) are partial emanations of their principal archetype, the Adya 
Nitya. Each digit of the moon has been given a special name and an attribute, and 
each Sakti personifies a phase of the moon and has been assigned a special yantra, 
mantra and auxiliary divinity in which her ‘presence’ is worshipped for the fulfilment 
of worldly joys. 

The number 16 is arrived at by multiplying the three qualities (gunas) of material 
nature (sattva or mind, rajas or energy, and tamas or inertia) by the five elements 
(earth, water, fire, air, ether): 3 x 5 < 15, and adding the Nityas' single transcendent 
source, the Adya Nitya. Together, the Saktis and their sixteen yantras form a unity 
embracing the manifold nature of the universe and typifying all that the universe 
holds. 

The ‘totality’ of the lunar phase may also be represented iconographically, as the 
sixteen-armed image of the Supreme Goddess, or as a body mandala consisting of 
the worship of sixteen virgins (Kumarr puja), in which sixteen girls aged from one to 
sixteen are worshipped in turn, starting from the first day of the new moon. 

The most significant application of the sixteen yantras of the Nitya Saktis and their 
associated mantras is to provide a model of cosmic time. India does not think in 
terms of historical time, but has developed the conception of cyclical time through 
the doctrine of 'yuga' or ages. A complete cosmic cycle consists of four successive 
ages of varying length, in the ratios 4:3:2:1. The 16 yantras of the Nitya Saktis are 
multiplied by reshuffling the 36 Sanskrit consonants (their mantras) according to 
prescribed rules to give the key number of yantras, 576, which multiplied by 3,000, 
also prescribed by the Tantras,'? gives the duration of the first and longest age, 
Satya-yuga, i.e. 1,728,000 solar years. The second age, Treta-yuga, is thus 1,290,000 
solar years; the third, Dvapara-yuga, consists of 864,000 years; and the fourth, the 
present age, Kali-yuga, consists of 432,000 years. Time flows through the ages like an 
endless river, never exhausting itself. Each age has its period of zenith and decline. 
The four ages are succeeded by a state of universal cataclysm when everything 
‘bursts into flame’, and then the universe will evolve again ad infinitum. Thus the 
microcosmic unity of a single moon phase is repeated on a cosmic time scale. 
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The circle of the Nitya Saktis is a reservoir of delight, for they embody all those 
aspects of life that make existence a celebration of the spirit. They combine the all- 
beneficent aspects of the divine. As partial manifestations of transcendent 
completeness, they are representative of life-affirming qualities and the primal 
founts of power to bestow worldly joys. Thus worship of their yantras grants boons, 
dispels fear and brings enjoyment to the worshipper. Esoterically, their yantras may 
be used for higher meditation, but exoterically they are employed as wish-fulfilment 
charts. Thus the first Nitya Sakti, Adya Nitya, is all-beneficent; Kamesvari is the 
fulfiller of desires; Bhagamalini charms and incites; Nityaklinna grants fortune and 
supernatural powers (siddhis); Bherunda frees from evil influences; Vahnivasini (the 
fire-dweller) can make one master of the forces of nature and in the three worlds; 
Mahavajresvari (the embodiment of mercy) destroys cruelty; Dutt (the chief saviour 
of the devotees) destroys fear, bestows prosperity and the objects of one's desires; 
Tvarita grants beauty and fame and expands the faculties of learning: Kulasundart 
bestows all esoteric knowledge; Nitya-Nitya is beneficent: Nilapataka bestows 
mastery over evil forces in nature; Vijaya stands for conquests and prosperity; 
Sarvamangala is totally beneficent; Jvalamalini bestows propitious esoteric 
knowledge of one’s previous births; Chitra grants the objects of one’s desires. 

Though it is true that, since the female principle gained popularity in the tantric 
pantheon, an immense number of yantras have been assigned to the various aspects 
of Sakti, nevertheless within the goddess's kinetic and pulsating nature is a point of 
stillness which can only be fulfilled by a counter-principle, her exact opposite, 
represented by Siva. 


SICS OF YANTRA 


Cosmic biunity: Siva-Sakti 


In the essentially dualistic cosmic vision of tantrism the kinetic verve of the 
primordial _ female energy (Sakti) is supported by an indispensable correlative 
principle, Siva (Purusha) or the male principle. Siva is identified with cosmic 
consciousness and as the static substratum to all phenomena. Complementary and 
‘opposite’ to the inert Siva is Sakti, whose essential nature is to be active, creative, 
mobile, and to pulsate with the rhythm of life. Siva is the silent seer of all 
phenomena, the innermost focal point of the subjective self (consciousness or cosmic 
spirit) and Sakti is the phenomenon itself (matter or nature = Prakriti). The whole 
universe lies extended between these two opposite yet complementary principles, 
and all creation is held to be a result of the creative play (Mā) between them. In our 
own sphere of existence these two cosmic principles appear as opposed 
(male/female, static/dynamic, plus/minus), but in conceptual terms their contrariety 
is the basis of syntheses - unity is the foundation of duality — and their quiescence is 
in fact a perfectly balanced tension. 

Though the universe is an expansion of the mystic combination in the Siva-Sakti 
equation and though the two principles are diametrically opposed they are 
‘essentially’ identical. Their mutual dependency is so great that they remain 
inseparable, since e 'ach requires the other in order to manifest its total nature. The 
Saiva Purana (4, 4) emphatically states: ‘Just as moonbeams cannot be separated 
from the moon nor the rays from the sun so Sakti cannot be distinguished from Siva.’ 
So close is their interrelation that there can be no Siva without Sakti and no Sakti 
without Siva. This cosmic biunity is paralleled as ‘psychic biunity’ in the human male 
and female, and suggests that there is necessarily feminine in every man and 
masculine in every woman, as partial illuminations of a whole. 

In yantra the chief emblems of these two principles are the linga, the phallic 
object, representing the Siva principle, and the yoni, the vulva, denoting Sakti. The 
combined linga-yoni has been the object of veneration of the various sects of 
Hinduism — Saivaites, Saktas and Tantrikas — who worship it as the principal symbol 
of divine biunity. 

In this context linga and yoni should not be interpreted as references to the 
physical male and female sex-organs or to human sexual intercourse, nor is the linga 
to be regarded as part of Siva’s body: it signifies the static principle whose visible 
form has also been given a shape of an egg (anda-rupa Brahman) and characterizes 
the essential being of Siva in the ‘attributeless’ (nishkala) aspect. It is the 
cosmogonical emblem of his substance."4 Similarly, the yoni does not refer to the 
individual female vulva, but through the emblem to the sum-total of the creative 
womb, the kinetic field of creation that impels static forces towards movement, 
change and expansion. The emblems, therefore, point to archetypal principles and 
Operate above the level of mundane consciousness. 

In Hindu myth, however, the linga is taken as a sexual symbol paradoxically fulfill- 
ing a cosmic function, and the myth of the origin of linga-worship, from the ancient 
Mahabharata, is described in terms of a cure for Siva’s unabated sexual desire: 


The sages cursed Siva's linga to fall to the earth, and it burnt everything before it like fire, 
Never still, it went to the netherworld and to heaven and everywhere on earth. All 
creatures were troubled, and the sages went in desperation to Brahma who said to them, 
‘As long as the linga is not still there will be nothing auspicious in the universe. You must 
propitiate Devi so that she will take the form of the yoni, and then the liga will be still,’ 
They honoured Siva, and he appeared and said, ‘If my linga is held in the yoni, then all will 
be well. Only Parvati can hold the liga and then it will become calm."5 They propitiated 
him and thus linga-worship was established. 
Siva's phallus and ۳۵۲۷۵۵۲5 yoni are presented as sexual emblems but on the deeper, 
non-mythological level they represent the non-separability of antithetical 
principles which cannot beat rest when disunited. Their 'synthesis' restores balance, 
changing a state of chaos and disequilibrium caused by their separation to perfect 
continuity and equilibrium. ۱ 

This polarity is represented figuratively in the icons of Sakti sitting upright on the 
body of the inert Siva, ‘not to destroy him’, as Agehananda points out, but to 
symbolize for the devotee the basis of its cosmosophy: “Siva without Sakti” is a 
corpse'.'é In other words, Sakti, kinetic energy, is the instrument to arouse the 
slumbering Siva beneath her. Again representing unity in duality, 5i sometimes 
shown as Ardhanari$wara, the half-female and half-male deity, in which the right 
half is depicted as female and the left half as male. 

This cardinal doctrine of cosmic biunity is expressed in many yantras dedicated to 
the Siva-Sakti principle. Such yantras are often constructed as a network of squares, 
with linga-yoni emblems within their geometrical framework. The colours of the 
rhythmically arranged patterns of identical squares are themselves used to 
exemplify the contrasts of dynamism and become a way of expressing the dualistic 
principle. 

In Hinduism, time and space are considered cyclical and self-perpetuating. All 
existence issued from a single source and ultimately returns to its point of origin. 
Thus it can be abstractly viewed not as a linear motion in a single direction but as 
forming a curve. Planets and constellations move in orbits to trace expanding and 
contracting spheres. These curvilinear cosmic images are the basis for the roundness 
of the Siva-linga (though in the Saiva yantras the ‘curve’ is ‘squared’ and adapted 
into a geometrical framework). 

The geometricized Siva-linga in most yantras lies embedded in the yoni-shaped 
pedestal (yoni-pitha): embraced by Siva, Sakti manifests her creative powers, 
becomes the flow of evolution and blossoms into infinity. As the force of nature, she 
withdraws and creates the universe in her womb-like vessel. The pedestal-yoni, 


therefore, is given the elongated shape of a sacrificial vessel into which ‘flow’ the 
pervasive forces of Sakti. 


The polarity principle appears in yantra symbolism in a variety of forms. One of 


the most important is the bindu, in which the tension between the opposites is 
resolved. In the bindu the empirical and the transcendent merge into an 
indistinguishable unity. Expanded emblems of duality as male and female 
(considering the bindu as the contracted emblem) are a pair of interpenetrating 
triangles which form a star hexagon; or a figure formed by splitting the bindu into 
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Biunity expressed in the subtle body, through the two 
psychic channels, Ida (female) on the left and Pingala 
(male) on the right 


two dots, one male and the other female. In linear form, the dualism is expressed as 
two intersecting lines. The Kalika Purana explains this image in describing the Tripura 
Yantra: ‘The line that begins from the north-eastern region is called Sakti; [the one] 
going from the south-western region to the north-western region and then reaching 
the north-eastern region is called Sarnbhu [Sival; one should cause the Sambhu to 
intersect with ۱۱۵ 7 

The concept of dualism permeates tantric symbolism. Even Sanskrit letters, which 
are inscribed on the yantras, are divided into male and female. Every consonant is 
articulated with a vowel, and the Jnanarnava Tantra" divides the symbolic properties 
of the Sanskrit alphabet into two: the vowels embody the feminine energy and the 
consonants the male principle. If it were not for the force and dynamism of Sakti 
represented by the vowels, all the letters (consonants as Siva) would be inert as a 


corpse. Hence, for example, the ‘force’ of the mantric sound rooted in this 
conjunction of opposites. Only by the union of Siva-Sakti can speech be articulated 
expressively. 


Conversely, in another text the Sanskrit consonants are referred to as yoni (Sakti) 
because they cause the formation of compound words known as bija (seeds) with 
the vowels (Siva).'? For instance, in Krim, the seed syllable of the goddess Kall, two of 
the four sounds (K = Kall, R= Siva) denote the union of the two principles. 

Since these two principles are inseparable and indispensable to the continuum of 
existence, Sakta yantras (yantras devoted to goddesses) implicitly express the ‘Siva 
element’. (In tantric philosophy the female principle, in addition to her own 
attributes, possesses all the attributes of Siva.) Conversely, Saiva yantras with their 
lihga-yoni motifs are considered to possess an inherent Sakti nature. 

In the yantras devoted to Sakti-clusters, the goddesses as a group denote the dual 
principles. In the sixteen yantras of the cluster of Nitya Saktis, who constitute the 
moon-phases, the Kamakalavilasa (v. 17) states that ‘the 15 Nityas represent the 15 
lunar days and the lunar days are the union of Siva-Sakti'. 

Tantric symbolism employs several images to illustrate the integration of the dual 
principles in the physiology of the subtle body. This duality is ‘vertical’ inasmuch as 

Sakti (energy) lies in latent form as Devî Kundalinrat the base of the spine, and Sivain 
the highest spiritual centre, the Sahasrara Chakra at the crown of the head, and 
‘horizontal’ in the two psychic nerves in the subtle body: Ida, the lunar or female 
channel, on the left side of the body, and Pingala, the solar or male channel, on the 
right side. The subtle body thus appears as an amalgam of paradoxical energies. 
From this theory follows the entire discipline of tantric sadhana, which consists in 
unifying these opposite forces. The vital energies circulating in Ida and Pingala are 
unified in the central Sushumna nerve; the union of Kundalini Sakti with Siva takes 
place in the chakras at their various levels in the subtle body, until their final union in 
the highest centre, the Sahasrara Chakra. 

One of the most striking representations of Siva-Sakti biunity, and at the same 
time, the most spectacular abstraction of yogic vision, is the Sri Yantra. 


Cosmogenesis: the $ri Yantra 


The $ri Yantra, considered the greatest of all yantras, displays the splendour of Siva- 
Sakti in their manifestation in order to create the root principles of life (tattvas), A 
graphic synthesis of the abstruse cosmological and metaphysical theory of Saiva- 
Sakta, the Śrī Yantra is to be read as a chart of the evolution of the cosmic scheme, 
exposing step by step the theory of creation and its categories. It also demonstrates 
how the passage from formlessness to form takes place, as the antagonistic 
principles of life emanate and differentiate themselves from the original wholeness 
of Siva-Sakti. The Srî Yantra marks each phase of cosmic evolution and articulates 
every descending level of the creative process. é 

One of the earliest surviving specimens of the Sri Yantra is preserved in the 
religious institution 5708۵ Matha, established by the philosopher-saint Sankara in 
the eighth century AD, although its imagery is far older. The hymn from the Atharva 
Veda?? (c. 1200 BC) contains a description of a yantra-like figure composed, like the 
Śri Yantra, of nine geometrical permutations. 

The Śrī Yantra is one of the chief instruments of instruction of the Srî Vidya form of 
worship, which consists essentially in the use of an esoteric fifteen-syliable mantra 
representing the supreme divine power manifested as a form of the universe (see 
Chapter 2, p. 42). The Srî Vidya was the chief form of worship of a number of famous 
sages,?! and has survived among all sects of tantrism. 

The Srî Yantra (also known as Sri Chakra; chakra = circle) is a ‘neutral’ circuit of 
world-creation. In itself it is not limited by being either male or female but embraces 
both principles in a totality. The Siva-Sakti equation contains the constant tendency 
towards fusion of the two principles. They cannot be divided because their apparent 
duality implies a third principle: unity which subsumes the two. It is precisely this all- 
embracing unity which transcends duality that is structurally reproduced in the 
enigmatic but harmonious arrangement of the triangles in the Srî Yantra. Hence the 
57۲ Yantra is a representation of macrocosmic, impersonal, absolute reality which is 
neither male nor female nor neuter, but is pure existence with all its qualities and 
categories, and is ultimately qualityless. The Sri Yantra represents all ‘parts’ of the 
whole: everything that has name and form as well as super-empirical completeness 
- in other words, everything given to experience as well as transcendent infinite 
fullness. This universality is testified to by the numerous different symbolic references 
to the Srî Yantra in the tantric texts.22 

The metaphysical basis of all yantras is the theory of the thirty-six cosmic 
principles (tattvas) which owe their origin to the synthesis: of Siva/Sakti. It will be 
found helpful to understanding of the symbolism of the Srî Yantra if the yantra (p. 73) 
and the table of the scheme of tattvas (p. 74) are viewed side by side. 

Cosmic evolution takes place in stages. Originating from primordial stillness, the 
cosmos expands and evolves through several graduations and attributes, only to 
retur to its pristine ‘wholeness’. The pre-creative stage of evolution is a state of total 
void, the purest principle of creation, Siva. The beginning of creation is an 
omnipotent all-pervading cosmic principle (Parama Siva or Sarnvit) in embrace with 
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Sakti (his potential power). Everything we know, feel and hear is latent in this 
primordial consciousness. This Being is empty (Sunya) of any objective content. The 
only knowledge this Being-Consciousness has is the cosmic concept of Self (the 
Universal Ego or ‘I’, in Sanskrit aham) as a self-ignited incandescent light (prakasika- 
svabhava). The Self's awareness is of a dynamic indwelling essence manifesting 
infinite power and freedom (svatantra; other Sanskrit terms for the same 
manifestation are maya, Sakti, vimar$a). This Being is neither male, female nor ‘it’, 
and is above and beyond all divisions. There is neither any anti-force nor any 
external power to act as a counter-entity. There is only the One without a second, 
and all phases of creation are part of this pure vision. 

This reality is reflected in the primal symbol of the cosmos: the bindu which rests 
in the centre of the $ri Yantra: When the mass of the sun-rays of Supreme Siva is 
reflected in the pure vimarga (Sakti) mirror, the Mahabindu appears on the wall of 
Consciousness illumined by his reflected rays' (Kamakalavilasa, v.4). In the pre-creative 
stage, Siva, in his absolute state called Samvit, is a clear mirror who in his 
inexhaustible freedom reflects the universe as a mirror reflects an image. Just as a 
mirror cannot be separated from the image, neither can Siva be separated from the 
universe he reflects. In contrast to Siva as the luminosity of cosmic consciousness, 
Sakti is the immense power (vimarSa) that causes the reflection of the universe which 
shines forth as a radiant seed-point (Maha bindu). 

Thus, the point which is the first form to emerge on the surface of the void 
(represented in the centre of the $ri Yantra) is wholly transcendent, the germinal 
state of the world when material power is still very pure. It projects a level of creation 
on which all the combined energies of the universe lie dormant, a realm of infinite 
possibility. 

The appearance of the bindu is the gathering-up of centripetal tendencies which 
will unfold during successive phases of evolution. Just as the seed of a tree is not a 
‘manifested’ tree yet holds the essence of a tree, so the bindu holds a universe not 
yet differentiated from the original monad. Philosophically (in terms of the Saiva- 
Sakta theory of creation) it is Siva’s consciousness of ‘l when it begins to be limited 
and negated by his power to create (Sakti). Therefore the limitless ‘contracts’ into a 
point. The experience of location, illustrated by the contraction of infinite space 
(akasa) into the bindu which appears upon the clear mirror-like consciousness of 
Supreme Siva, is in itself a negation of Siva's limitlessness. 

The creative urge of the Supreme is set in action under the irresistible force of self- 
regeneration. The bindu expands. Cosmic evolution is moved into expansion by a 
splitting of original unity into two, and the pristine homogeneity of the point is 
modified: ‘the two Bindus, white and red, are Siva and Sakti, who, in their secret 
mutual enjoyment, are now expanding and now contracting [in the manifestation of 
the universe]. They are the cause of creation of lettered sound [vak] and meaning 
[artha], now entering, now separating’ (Kamakalavilasa, v.6). 

In yantra symbolism this process of world creation is called visarga-mandala 
(visarga = emission, outflow). The two bindus are represented in Sanskrit script by 
the aspirate H. When pronounced with an outflow of breath, H is analogous to the 


Description 


Maha bindu, the great seed point 


The splitting of the bindu by the force 
of cosmic desire 


Bindu splits 
Visarga-mandala 


Muüla-trikona, the root triangle as the 
cosmic womb, representing cosmic 
triads 


Siva (prakasa) and Sakti (vimarsa) 
dividing to create the root principles of 
life. A stage of creation which begins to 
give rise to psychical tattvas 
(kanchukas) which obscure our 
perception of original wholeness 


Muüla-prakriti, primordial nature, 
projecting its 24 gross tattvas of the 
material universe. The five Sakti 
triangles (left) represent all the fivefold 
categories, such as the five elements, 
five organs of action and five sense 
organs 
The four Siva triangles representing 
individual consciousness that is 
obscured by the creative play of Maya 
akti 


Involution, or process of return to 
Unity 


Bindu, 


symbol of Sakti 


Metaphysics of evolution Yantra symbol 


1 The universe in its unmanifested E 
form, in the void 


Unity 


2 Siva's potential power, Sakti, (V) 
activizes the quiescent state 


3 Modification of original unity in the 
two principles Siva/Sakti, the two in 
ONE. 


4 Transformation of original unity 


Duality 
5 Expansion, doubling and 
development, by the integration of the 
male and female principles 
Multiplicity 
eation of tattvas, cosmic 
tegories, by external projection that 
ise to the world of diversity 
Nada or Cosmic Sound, 
symbol of Siva 


The fully created cosmos (sristi) arising irom the union 
of male and female principles, in which the world of 
multiplicity is held by the unity of the primordial bindu 
at the centre. Each triangle of this yantra has its 
presiding deity. Many epithets of the Supreme Energy, 
such as Adya Nitya, Sodas, Lalita, and Tripura-Sundarr, 
are invoked as the central divinity in this yantra, known 
as the Sri Yantra 


quasi-biological emission (visarga) of the cosmos. But at this stage the ‘pair is still 
structurally indivisible: even though two, it forms a single unit. 

The intense impulse of procreation in which Siva-Sakti join to produce the bindu, 
the primordial seed of the universe, has sometimes been equated with the human 
sexual impulse. The ‘sexual’ aspect of Siva-Sakti should not be over-emphasized, and 
in the creative act we must not see a divine coupling, but the unfolding of cosmic 
Principles that produce two forces, matter and anti-matter, changeless Siva (Cit 
Samvit) and changing power (Cit Sakti) full of light (prakasa) and power (vimarsa), 
and giving rise to sound (nada) and material force (mula-prakriti, or kala). It is a gross 
misconception to view the Śrī Yantra as an erotic symbol. 


PURE TATTVAS 
Macrocosmic Consciousness 


1 Parama (or Sarhvit) 
Siva tattva, 
Pure Consciousness (Cit) 


2 Sakti tattva 
Energy of Bliss (Ananda) 


3 Sadasiva = energy of will (iccha) 
4 ۱5۷۵۲۵ = energy of knowledge (jnana)_ 
5 Suddhavidya = energy of action (kriya) 


PSYCHICAL TATTVAS 


Microcosmic Consciousness 


| 


6 Maya Sakti 


| 


7 Kala — limits the infinite power of Siva 
8 Vidya — limits the power of knowledge 
Kanchukas 9 Raga - limits the power of desire 
10 Kala — limits the power of time 


11 Niyati — limits the power of causality 
Material Universe 
12 Purusha 
13 Prakriti — 
sattva rajas tamas 
aoa د‎ Eh 
14 buddhi =highest J 
intelligence 1 
15 ahamkãra = Five sense organs Five action agents Subtle elements Gross elements 
ego-sense 17 ears - sound 22 mouth 27 ether 32 ether 
16 manas = 18 skin touch 23 genitals 28 air 33 air 
mind 19 eyes — sight 24 bowels 29 fire 34 fire 
20 tongue —taste 25 hands 30 water 35 water 
21 nose — smell 26 feet 31 earth 36 earth 


/involution which forms the 


The universe is composed of 36 cosmic principles (tattvas) unfolding trom primal unity, called Parama Siva (or Sarhvil. 
The first two of the 5 pure or subtle tattvas consist of Siva as Consciousness in union with his Sakti or Energy of Bliss 


(graphically represented in the yantra as the bindu). The following 3 pure tattvas are Siva/Sakti's threefold energies: of will 


and of action (= Suddhavidya) which are the prime movers of cosmic evolution i 
t ا0ت‎ triangle). At this stage, there is no experience of division or diversity. | 
iva/Sakti. 


Path of involution 


(e) Path of evolution 
Original unity = Atman/Siva-Sakti 
e 
۰ 


× 
1 0 ^ ` 1 4 
The adept realizes his : : 
Oneness / bindu state 1 + 
and becomes whole à Los 
Symócls are m. = 
interiorized by the individual is ri 
sadhaka, in ritual and ا‎ d E v 
meditation C link whieh 87 EN 
obscured DA A 


7 The adept seeks through sadhana to heal the split 


The dynamics of psyche and symbol. This process the aid of yantras and related disciplines. The 
should be seen in relation to the dynamics of cosmic a link between man/cosmos E ۱ 
evolution and involution (see diagram on facing page) 


Prakriti tattva, the Female Principle, is the embodiment of the kinetic quality and constitu 
nature. Prakriti, consisting of three gunas: sattva (quality of radiance, intelligence), rajas (kinet 
differentiates into a state of buddhi, or highest intelligence, and ahamkara, a state of conscio 

The homogeneity of pure creation is torn asunder in this stage, when matte ominates spi 
world of multiplicity. The gross categories of nature are grouped in clusters کا ات 5 اہ‎ 
agents, the 5 subtle and the 5 gross elements, which together constitute the objectiv Se, 
(manas), the receiving agent of impressions, is the ‘subject. The fi of Lure F 
symbolism of the Kall Yantra and the 5 Sakti triangles of the Sri Yantra, and co 

Evolution is not an end in itself. Everything evolves only to return again & 
these categories will be withdrawn once more i he 
fundamental identity between man, cosmos and yantra 


From the union of the two bindus issues the primary sound-principle (nàdatmika 
gakti). The Sanskrit letters that are inscribed in a spiral on the yantra, beginning from 
the outer rim of the figure and ending at the bindu, are the gross aspects of cosmic 
sound springing from the interaction of Siva/Sakti. The two bindus are thus related 
to the entire Sanskrit alphabet, whose first and last letters, A and H, contain the 
entire range of sound between them, just as the two bindus in conjunction contain 
the seed of the universe. In this respect the letters represent the subtle energies of all 
the elements: 'ether, air, fire, water and earth. The modification of these five 
elements or of their representative figures constitutes the whole universe, 
macrocosm and microcosm'.?? 

With further expansion and contraction of energies there emerges the primordial 
cosmic womb, and the bindu rests in the first form of cosmic location, the 
downward-pointing triangle in the centre of the Srî Yantra. In this phase Siva and 
Sakti tattvas have fully evolved into distinct categories, but are still yoked by the 
unity of the primordial triangle (Kama-Kala). This phase is marked by Sakti's 
awareness of her threefold characteristics: her creative will (icchz) which is the 
prime cause of all creation; her inexhaustible power of discrimination, er knowledge 
(jnana) which gives rise to multiplicity; and her power of action arid movement 
(kriya). Sakti’s threefold activity is described in the Malinivijayotiara Tantra (1, 6-8): 


O Devi, she is called Sakti, inherent in the sustainer of the world, assumes the desire 
nature [icchatva] of Him who desires to create. Hear now how she attains multiplicity, 
though one. That by which a thing is known for creation to be ‘this’ and not otherwise 
goes by the name of Jaana Sakti in this world. When the idea is born ‘let this thing be thus’ 
the power making it so is at that moment Kriya Sakti. 


These threefold aspects of Sakti have been philosophically related (Kamakalavilasa, 
v.22) to the triad of basic attributes that make up the world. They are seen in three 
theistic expressions of Sakti and the three phases of cosmic sound: 


Goddess (Sakti) Aspect of Sakti Sound manifestation Cosmic phases 

Vama Volition (iccha) subtle sound creation 
(pashyanti) 

Jyenstha knowledge (jana) ^ intermediate sound preservation 
(madhyama) 

Raudri action (kriya) articulated sound dissolution 
(vaikhan) 


These primary categories, symbolized by the triangle, effect transformation only in 
the self-experiencing of Siva/Sakti; they are not extra-mental and therefore do not 
bring about any element of difference in the supreme unity. At this stage of creation, 
the spirit still asserts itself over material nature, and the three aspects of Sakti 
Constitute her self-experiencing creative funtion in her circumscribed universe. 
Philosophically, this stage corresponds to the pure creation of the Siva tattvas (cf. 


table p.74). It is only in the next phase that the primordial homogeneity of Siva/Saktiis 
divided by manifestation. 
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After the initial crystallization of primordial energy, the subtle principles of matter METAPHYSICS OF YANTRA 
and spirit begin to make their appearance, and the whole process of creation alters 
course, as matter begins to dominate spirit. At this stage original unity splits into two 
i streams, into subject and object in which all divisions and opposites appear. This 
phase of the Sri Yantra is indicated by the interaction of nine triangles. 

The triangles of the Sri Yantra are called nine cosmic wombs (Nava-yoni) and 
parallel nine categories of nature in the macrocosm. The triangles are in two sets: 
the four upward-pointing (known as Srikanthas) emanate from the Siva principle 
and denote the individual soul (fiva) and its vital energies; the five downward- 
pointing represent Sakti principles and from them emanate the material elements of 
the macrocosm — earth, water, fire, air, ether — their five corresponding subtle states 
| (tanmātras) and all the human organs which react to the impressions of the senses. 
These are the organs which facilitate action (mouth, hands, feet, bowels, 
| genitals) and sense experiences (ears, skin, eyes, tongue, nose). The two sets of 
| triangles are superimposed to show the imperishable unity of Siva-Sakti. So united, 
| they form the creative cosmic field represented by forty-three smaller triangles, each 

presided over by a goddess, within the rings of lotus petals and the outer square 
| fence. Metaphysically this stage constitutes the evolution of all the elements of 
| nature: 'O Supreme One, the whole Cosmos is a $ri chakra formed of the twenty- 
| five Tattvas — five elements plus five Tanmatras plus ten Indriyas plus Mind plus 
Maya, Suddha-vidya, Maheéa [Siva], and ۶ 


| Cosmic order 


| According to Indian evolutionary theory, the cosmos is to be viewed as a 
| continuum. Whatever is born will develop, age, and dissolve again into the 
| primordial reality that gave it birth. Like a circle, the cosmic order presents an 
| interrupted continuity. Hence, there never was a first’, nor will there ever be a ٤ 
cosmos, nor will there ever be a period at which the universe will have reached a 
static phase of total disintegration or total integration. 

There are three phases of the cosmic process: creation, preservation, and 
dissolution, a vision which Hindu iconography represents in the unified image of the 
Hindu trinity formed by the three major deities, Brahma, the creator, Vishnu, the 
protector, and Siva, the destroyer. 

The structural synthesis of the $i Yantra illustrates the Indian view of cosmic time 
as a triad, with three phases of universal becoming. To match this, the goddess 
Tripura presiding over the yantra has three aspects: the young one (Trividha-Bala), 
| the beautiful one (Tripura-Sundan), and the ‘terrible’ one (Tripura-Bhairavi). Each of 
the three periods of cosmic time assimilates another triad, producing numerical 
association to the order of nine. Hence the symbolism and basic structure of the Sri 
Yantra always revolve around a ninefold division which is basically an expansion of 
three. From its outermost periphery, the square, to the bindu, the Sri Yantra has nine 
circuits, each with its own name and presiding devata. These nine circuits are 
divided into three groups of three circuits to denote the three phases of the cosmic 


cycle. These three major divisions which make up the nine circuits can be viewed 
philosophically as successive phases of creation, preservation, and dissolution. The 
following equation of circuits of the Sri Yantra and cosmic phases is based on the 
Tantraraja Tantra (Chap. V): : 


First phase: CREATION 


1 The square creation-creation unity 


2 The circle of creation-preservation duality 
16 lotus petals 


3 The circle of creation-dissolution duality 
8 lotus petals 


Second phase: PRESERVATION 


4 The 14-angled preservation-creation duality 
chakra 

5 The 10-angled preservation-preservation unity 
chakra 

6 The 10-angled preservation-dissolution duality 
chakra 


Third phase: DISSOLUTION 


7 The 8-angled dissolution-creation duality 
chakra 

8 The primary dissolution-preservation duality 
triangle 

9 The bindu dissolution-dissolution unity 


In the cosmic cycle no phase is absolute in itself but each is a synthesis of opposite 
principles, with the apparent disequilibrium neutralized by the principle of unity. In 
the first phase, for example, creation is seen as a vast cosmic activity in which certain 
forms of life are evolving, others are simultaneously vanishing, while some are static 
(preserved). In the second and third phases the same principle asserts itself, for while 
preservation or dissolution dominates, certain forms of life simultaneously evolve, 
are preserved and dissolve. Thus each phase of the cosmic cycle is a dynamic 
whole, and while the Whole contains all the parts, all the parts assimilate the Whole. 
The enigmatic nature of these divisions should not surprise us. They demonstrate 
the core-nature of Sakta philosophy which sees every aspect of life as a spectrum of 
paradoxes and its resolution. No element of nature, no process of life, can ever be 
complete in itself. It must embrace an opposite to manifest itself, and resolve its 
tension and contradictions by a third principle: unity. From this dimension, each 
phase of the cosmic cycle is complete in itself and retains its cyclical continuity. 
The association of the number 9 with 3 appears in Indian thought to be an 
inescapable necessity, since it is based on the symbolic association of the structure 
of cosmic time. The Whole (consisting of three phases of cosmic cycle) is threefold. It 
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The Atman has no boundaries, no limitation. It retains its wholeness and purity 


denotes two opposites and its resolution, a neutral. Every part in creation must also 
be of the nature of the Whole (viz., threefold). Therefore each of the three parts of 
the Whole (creation, preservation and dissolution) is necessarily split into triads, 
bringing the numerical order of 9. This concept of the Whole is embodied in thenine 
circuits of the Srî Yantra, and the nine Siva-Sakti triangles, which are an expansion of 
the unity of 3 of the primordial triangle. 


The web of Maya 


The conception of hierarchical planes of existence occupies a central place in tantric 
thought. The cosmic categories and principles of the universe known as tattvas 
which Siva-Sakti project in their infinite expansion to create the world are organized 
as a pyramid of which they are the apex. Starting from pure unity (Siva), the world is a 
continuous unfolding, and the lower we go down the ladder of creation the greater 
the differentiation and the more numerous the cosmic categories become — until a 
state is reached, according to Saiva-Sakta theory, when the process must reverse, 
and involute back to the very beginning. In other words the series of categories that 
are created during evolution must reverse their downward flow and move upwards 
to become the essence which gave them birth -multiplicity must onceagain become 
unity. This spiritual descent and ascent, which applies to everything in existence, is 
charted in the $ri Yantra. 

The vision of man found in the Tantras corresponds to the tantric vision of the 
cosmos. The tantric scheme of the universe is divided into three levels or kinds of 
tattvas: the spiritual or pure, the psychical and the physical. These three categories are 
regarded by Saiva and Sakta Tantras as making up the circuit of life, and as 
exemplifying man’s entire being of matter and spirit: 


Cosmos Man 

Pure or spiritual tattvas (Siva-Sakti) Atman or Self 

Psychical tattva (Maya Sakti) mind (organs of intelligence) 
Physical tattva (Prakriti) body (organs of sense and action) 


As primal cosmic unity first divides into two, so our consciousness emerging from 
the precreative to the post-birth state divides into two parts: one who as a silent seer 
observes in detachment (the Atman), the other who as the phenomenal ego yields 
to the creative play of life. These two basic levels of consciousness are radically 
different but co-extensive. The Atman, the eternal point of consciousness in which 
the male and female principles (Siva-Sakti) meet as equals, is pure unity. The 
phenomenal ego, the first form which consciousness assumes when it splits from its 
original unity, is composed of organs of mind, senses and action yielding to constant 
change and impulses. 
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with Atman. The phenomenal ego shatters our perception of our inner wholeness, 
and makes us see life as an accumulation of disjointed images. The real self lies 
hidden, veiled by the limiting factors (kañchukas) which like sheaths hide the 
luminosity of Atman and obscure from us our inner unity with the cosmos. The 
purpose of the tantric quest and the goal of ritual and meditation (Chapters 4 and 5) is 
the gradual realization of the real self, so that the play of the phenomenal ego yields 
to the inner wholeness of Atman, as the sadhaka retraces his steps from the outward- 
directed world of multiplicity to the inward focus of unity. 


Return to the centre 


Involution is a compulsion into the spiritual. It implies moving against the current of 
life. In subjective terms it means thirsting for a higher state oí consciousness, 
suppressing the ‘lower’ by ascending the ladder of multiplicity into unity, a spiritual 
itinerary which takes the form of a return to the state of cosmic foetalization, the a 
priori state before experience begins. Such a return shifts the centre of the 
personality from a fragmented awareness of his ego-centric consciousness to 
cosmo-centric wholeness, and brings about the union of the individual and cosmic 
consciousness (Siva-Sakti). It means a death of the profane self, the perishable 
phenomenal ego, and a rebirth to an eternal, deathless state of being. The entire 
discipline of yantra-ritual and meditation is directed towards this single goal, a return 
to the Supreme Centre. The yantra makes the process of involution conscious to the 
adept. 

The hierarchical planes of the cosmos are depicted in the yantra as successive 
concentric figures, ‘ascending’ from the periphery to the centre, or in pyramidal 
yantras, from lower levels to higher, and up to the summit. The journey from 
periphery to centre is known as the involution mode, or the ‘dissolving’ way (laya- 
krama). (Conversely, the interpretation of yantras as symbols of cosmogony is 
outwards from the bindu, and is known as the evolution mode, or sristi-krama.) 

A yantra thus maps the road of eternal return, and the way to inner wholeness. 
Escaping from the web of Maya, the adept gradually rediscovers his eternal being 
through the yantra's symbols. When he has internalized all the symbols of the 
cosmos and his body ‘becomes the yantra’, the adept is no longer alienated from the 
truth that the symbol illustrates, but is transformed into the truth he seeks. 


28 Šrī Chakra-patra. Yantra of Vishnu as Hari-Narayana with his consort Lakshmi. The inscription on the 
yantra states that it was given by a king named Varadarajaya to his daughter the princess at her 
marriage, for her worship to ensure her welfare and Protection. The symbols repeated many times 
around the centre square represent the nine planets. Symbolically these serve to protect the cosmic 
energy of the deities invoked in the centre. Tamil Nadu, c. 16th century. Copper plate, 38 x 38 in. 
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29, 30 Krishna, eighth incarnation of Vishnu and chief divinity of Hindu 
devotionalism, in his iconic and yantra forms. As the Supreme Being and 
eternal lover, Krishna attracts the human soul to its ultimate surrender, In his 
yantra the seed mantra Klim symbolizes his eternal aspect of love. Orissa, 18th 
century. Bronze 


31, 32 Radha, Krishna's power of delight (Hladini-Sakti), in human shape and as 
her auspicious yantra. Bengal, 18th century. Brass 
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33 Yantra of the Mahavidya Bhuvanesvari, fourth of the ten 


who presides at the centre of her yantra is approached during ritual worship by means of the mantras of her 
surrounding deities. Correctly chanted, these mantras bring about progessive transformations in the psychic 
state of the sadhaka (see pp. 102-5). Rajasthan, c. 18th century. Gouache on paper 


aspects of the great goddess Kali. The goddess 


34-37 The sixteen lunar goddesses, the Nitya Saktis, together provide a model of Cosmic Time, understood 
by Indian thought as cyclical. Four deities of lunar phases during the bright half of the month are (from the 
top, left to right) Kamesvari Nitya, Bhagamalinir Nitya, Nityaklinna Nitya and Bherunda Nitya. Rajasthan, 

c. 19th century. Ink on paper 
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38-42 Each Nitya Sakti is a partial yet complete manifestation of cosmic energy, the partial aspects 

symbolized by the elemental forms of each yantra, the universal by the circle which encloses them all 
like the moon, never losing its completeness. Above, a yantra of a single moon phase, Sivaduti Nitya; 
opposite, yantras of Vahnivasini Nitya, Mahavajre$varr Nitya, ۲۷۵۵۵۵ Nitya and Nitya Nitya! Rajasthan, 


c. 19th century. Ink on paper 
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unar cycle: Nilpataka Nitya, Vijaya Nitya, Sarvamangala 


43-46 Goddesses of the concluding phases of the | 
hipped in the Šrī Yantra (see p. 73). Rajasthan, c. 19th 


Nitya and Chitra Nitya. The last is Adya Nitya, 5 
century. Ink on paper 


47 $i Yantra, image of the evolution of the cosmos. Viewed from the centre, the bindu, outwards to the 
periphery, each of the nine circuits of the yantra represents a stage in the unfolding which gives birth to the 
apparently separate entities of the manifested world. The substance, rock crystal, on which this yantra is 
incised, is itself symbolic: its translucent substance is believed to contain every colour, as the yantra- 
embraces the totality of creation. Viewed in the opposite direction, from the periphery to the centre, known 
as the involution mode, the Sri Yantra is a tool of ritual worship, enabling the sadhaka to intuit the One and to 


rediscover his original wholeness. Nepal, c. 1700 
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Ganesha, the elephant-headed god, honoured as a 
and wisdom, and as a dispeller of obstacles. Above, 


rms). Right, his abstract yantra inscribed with 
ا‎ 


50-53 Yantras embossed on small copper plates, to be used in ritual worship. From top left to bottom right: 
Sudarshana Yantra, symbolizing Vishnu's power and radiance; Vishnu and Lakshmi Yantra symbolizing the 
unity of the male and female principles; yantra of Vishnu; the preserver of the cosmos; and Kala Bhairava 
Chakra, an auspicious yantra of one of the epithets of Siva. Tamil Nadu, contemporary images based on 


traditional forms 
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54 Navapadma (nine lotus) Mandala, a tantric yantra devoted to the worship of Vishnu. The nine lotuses in 
the centre are the seats of Vishnu's nine epithets. The square forms are characteristic of tantric Vaishnava 
yantras used by the sect of Pancaratras. Contemporary diagram based on traditional form 
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55 Chakrābja Mandala, a yantra made up of circuits of lotuses, which is used in tantric initiation ceremonies. 
South India, contemporary diagram based on traditional form 


56, 57 Scroll (left) with mantras for Srî Yantra puja (ritual worship, normally 
performed daily). The correct rhythmic chanting of these yantras energizes the 
static pattern of the Srî Yantra (below). South India, c. 17th century. Copper 


58, 59 Yantra of the Mahavidya Tara (left) bearing the marks of 
sandal paste and red powder used in puja (South India, c. 18th 
century. Copper plate). The Meru form of the Sri Yantra (below), in 
contrast, is generally used for meditation. Its pyramidal form of 
nine levels represents the sadhaka's steps of ascent from the 
world of matter to the highest spiritual level, the summit/bindu, 
Rajasthan, 18th century. Bronze 


60, 61 The magnificent traditional image of the 
goddess Durga, with her yantra, a bold contrast in 
expression. Yet image and yantra are 'sparks of the 
same fire', and in worship are interchangeable. Clay 
figure, 20 feet high, West Bengal; yantra based on 
the tantric work Tantrasara, Rajasthan, 19th century, 
Ink on paper 
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Dynamics of Yantra: Ritual 


The practices of ritual and meditation involve an internalization and externalization 
of symbols by means of parallel activities, the one inward and the other outward. This 
constant interplay of inner and outer constitutes the dynamics of yantra. For it is held 
that the energy (Sakti) of the power diagram remains inert until itis activized and made 
meaningful through sacred activity. It is through ritual that power descends into the 
yantra and man is able to begin his ascent into a higher realm of being. 

{ ‘There can be no sadhana in an unreal world by an unreal sadhaka of an unreal 
| lord. This statement implies that the god or goddess must be known as a ‘presence’ 
- visibly through the yantra, audibly through the mantric chants — and that the 
sadhaka must try to achieve an inner experience of the divinity. The sadhaka must 
ritually purify and prepare both himself and the yantra lest the deity he wishes to 
invoke in the yantra remains a stranger to him. 


| Ritual initiation 


Initiation is the first major existential experience which prepares the sadhaka for the 

return to his inner centre and maps his journey towards integration with the 

cosmos. It is through the rite of initiation that he learns the nature and use of the 4 

yantra-mantra complex and begins to grasp the inner meanings of its signs and 9. 

symbols. f 
Traditionally, the ceremonies of initiation mark a passage from one world to 

another. The rite is not simply a static event but is a dynamic transforming 

experience of the whole being, a second or ‘true’ birth, which conditions the 

1 sadhaka towards the primordial sources. Elaborate ceremonies are conducted to 

bring about ‘death’ and ‘rebirth’ which are understood as taking place literally. Some £c 

Tantras? list as many as twenty-five different types of initiation which last for many ie 

days and form a complete yoga sequence. The simplest form of initiation consists of 

mantra initiation (mantra-diksha) performed by a guru. Yantras generally play an - 3^ 

important part in initiation ceremonies; and among the Saktas, for example, 

initiation may be performed with the aid of the $n Yantra. In the simplest form of 

ceremony, the guru initiates the disciple in three stages: first he touches the disciple 

(spar$a-diksha) concentrating deeply on Devi; then he looks at the disciple with love 

and grace (drik-diksha); finally, he imparts to him the words of knowledge and 

introduces to him the esoteric techniques of Chakra-püja (ritual worship of the 

chakras or circuits of the Srî Yantra). This is followed by the recitation of the 

hundred-syllable mantra of the Devi and the offering of flowers to the 57 Yantra. 


Some initiatory rites are quite elaborate, like the one described in the Mahanirvana 
Tantra (X, 109-97), followed by the Kaulas, or ‘left-hand’ tantrikas. This rite, known as 
purnabhiseka, is performed with the five 'forbidden elements', wine, meat, fish, 
cereals and intercourse, using the Sarvatobhadra Mandala made on an earth altar 
with rice powder, and coloured yellow, red, black, white and dark blue. A jar is 
placed in the centre of the mandala, and in an extended ceremony consisting of 
bodily purification, nyasa, meditation and recitation of mantras, the five ingredients 
are offered on the jar symbolically. Finally, the guru imparts the mantra to the 
disciple and gives him a new name. Then the disciple worships his tutelary deity on 
the mandala. Such rites may take one day, or three or five or seven or nine days, with 
a special yantra for each day. 

Among the tantric Vaishnavites (Paricaratra) also, initiation is performed with the 
aid of mandalas. The Lakshmi Tantra gives an elaborate version of one such rite 
which uses the Chakrabja Mandala, divided into nine sections, each of which is 
named after one of the aspects of Vishnu. After the initial phases of the ritual the 
adept is given a new name. For this, he is blindfolded and made to cast a flower on 
the Chakrabja Mandala; according to the section where the flower has fallen, the 
disciple is named after one of Vishnu's epithets. Another feature of this form of 
initiation is what is called the 'tattva-diksha', in which the guru prepares a thread 
made of three strands, each to represent one of the three qualities of material nature 
— sattva, rajas and tamas — and each with nine knots. These twenty-seven knots 
symbolically denote all the cosmic principles in the body of the sadhaka and are 
offered as oblation into the sacred fire, a ritual act to denote symbolically the 
‘death’ of the old self which is accompanied by the birth of a new self open to the life 
of the spirit. 

Irrespective of the method that is followed, it is through the ritual of initiation that 
the psychological transformation of the adept begins. The rites of initiation bring a 
complete renewal of the sadhaka and equip him to carry out the various practices of 
yantra sadhana. 


The pranapratistha ceremony 


Just as the sadhaka is ritually transformed by the rites of initiation, so the yantra has 
to undergo a complete ritual transformation in order to be accessible for worship. 
One of the most important rituals of yantra worship is the infusing of vital force 
(prana) into the geometrical pattern of the yantra, called pranapratistha. The goal is 
to cause the spiritual universe underlying myth and iconography to ‘descend’ into 
the yantra so that it becomes a radiant emblem and receptacle of cosmic power 
(Sakti-rupa), and conciousness (chaitanya), transforming into sacred archetypal 
space what is phenomenally no more than a mere design. 

The transfer of power from the sadhaka to the yantra changes the nature of the 
diagram, and the consecration of profane space conversely elevates the sadhaka to 
realizing the inherent energy of the theophany, so that the yantra becomes a 
powerful means of contact between the sadhaka and the cosmos. 
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DYNAMICS OF YANTRA: RITUAL 


DYNAMICS OF YANTRA: RITUAL 


E 


A lotus unfolding its petals towards the eight regions of 
the cosmos provides the sacred seat on which the 
yantra is consecrated for ritual worship 


In the beginning of the ritual, the yantra which is to be made a living entity is 
ritually established (yantra sthapana) on a wooden pedestal. A mandala is the seat 
on which the yantra will be consecrated, and it is purified by worshipping the specific 
divinities of the seat (pitha puja) and the four regents of space by chanting 
appropriate mantras. The yantra on its pedestal is then placed on a plate and puton 
the table, on the mandala, for the ritual of pranapratistha proper. To create a ritually 
pure archetypal space devoid of negative vibrations, the rite of expelling negative or 
evil forces (bhutapasarana) is performed with a mantra. There follows another rite, 
known as ‘fencing the quarters’ (digbandhana), in which the sadhaka symbolically 
binds the four quarters of space by snapping his right thumb and middle finger ten 
times (8 points of the compass + nadir + zenith). 

The sadhaka’s body is next symbolically purified. It is through his purified body, in 
which the deity is present, that divine consciousness will be transmitted into the 
yantra to make it a living entity. The sadhaka’s body is made infinitely radiant by 
means of the ritual of bhutasuddhi, in which the deification of the body is achieved by 
the symbolic dissolution of the five elements. Each element is dissolved by the 
chanting of mantras. The sadhaka then uses meditation to concentrate deeply on 
the deities, and performs the ritual of nyasa, in which he touches various parts of his 
body while reciting mantras. 

Through these rituals the sadhaka becomes an embodiment of conscious force 
and his bocly an epitome of divine energies. Thus ‘purified’ and ‘cosmicized’, he is 
considered an appropriate vehicle for the transference of power to the yantra. 

This descent into the yantra can be achieved in several ways, but one of the chief 
methods is a breathing technique (pranayama). While the adept is in complete 
concentration, the devata is exhaled by pranic transmission through the right nostril 
as he chants an appropriate mantra. He controls his breath, exhaling it over a red 
flower which he holds in his hand. The divine essence is thus communicated through 
the adept's body on to the flower. He then places the flower at the centre of the 
yantra which begins to be permeated with the spark of consciousness. The 
Mahanirvana Tantra (VI, 63-74) describes this process: 


Then, while making with both hands the ‘tortoise mudra’ [finger gesture], let the 
worshipper take up with his hands a beautiful flower scented with sandal, fragrant aloes, 
and musk, and, carrying it to the lotus of his heart, let him meditate therein [in the lotus] 
upon the most supreme Adya. 

Then let him lead the Devî along the Sushumna Nadi, which is the highway of Brahman 
to the great Lotus of a thousand petals, and there make Her joyful. Then, bringing Her 
through his nostrils, let him place Her on the flower, [her presence being communicated] as 
it were, by one light to another, and place the flower on the Yantra. Then, uttering the bija 
[seed-mantra] Kring, say the following: 'O Adya Devi Kalika! come here [into the yantra] 
with all Thy following, come here; [and then he says] stay here, stay here; {and then] place 
Thyself here; [and then] be Thou detained here. Accept my worship.’ E 

Having thus invoked [the Devil into the Yantra, the Vital Airs of the Devi should be 
infused therein by the following pratistha mantra: ^ 2 

‘Ang, Hring, Krong, Shring, Svaha, may the five Vital Airs of this Devata be here; Ang, 
Hring, Krong, Shring, Svaha, Her Jiva is here placed; Ang, Hing Krong, Shring, Svaha, all 
senses; Ang, Hring, Krong, Shring, Svaha, speech, mind, sight, smell, hearing, touch, and 


Y 


the Vital Airs of the Adya-Kali Devata — may they come here and stay happily here 

forever. Svaha.’ 

Another method of infusing vital force into the yantra is by the means of symbolic 
finger-gestures (Avahana-mudra).3 The adept exhales his breath on to the 
appropriate finger-positions to 'arrest symbolically the essence of the divinity. He 
then slowly lets his closed hands descend on to the yantra. 

In other ceremonies, the deity may be installed by uttering the tantric version of 
the famous Gayatri Mantra (see p. 40) or variants of other well-known mantras. 
Some ritual manuals? also outline a ceremony based on the ritual washing of the 
yantra with several liquids; in such a case the washing is symbolically suggestive of 
cleansing away impurities. 1 ۱ 

No matter what method the adept follows, the prapapratistha ceremony effects a 
transformation of the yantra, which now begins to function on a different level of 
reality: it has become a receptacle of divine manifestations, divinity in abstract form. 
The yantra is ‘transformed’ into a unit of archetypal space (akasa) which is identified 
with power (Sakti). No longer can the yantra be equated with gross matter veiling the 
spirit, but it has become instinct with the being of the deity with which it is aroused. 


Yantra puja 

Then follows the external ritual of puja (adoration), or offering homage to the deity 
through the symbol of the yantra. Yantra püjà is generally carried out daily, as an 
individual ceremony in which the adept establishes a link with the cosmic forces 
invoked in the yantra through the mystic groupings of devatas. By means of an 
aesthetically pleasing ceremonial involving a variety of ritual ingredients — flowers, 
incense, water, food offerings, etc. — all of which have a deep symbolism and involve 
his entire psycho-physical complex, the worshipper strives to achieve a state of 
concentration. 

The type of offering and technique of puja will vary depending upon the sect of 
the worshipper. For instance, the ‘left-hand’ cults of tantrikas will always 
symbolically offer the five forbidden ingredients (Pañcha-makāra) — wine, meat, fish, 
cereal and intercourse — whereas others will use simple everyday symbolic 
ingredients, such as flowers and perfumed substances and finger gestures. Though 
püja may involve complex techniques and elaborate accessories, its value and 
essence lie in the attitude (bhava) and inner experiences (anubhava) of the devotee. 
The ritual is approached with a deep sense of compassion or humility, with utter 
dedication and a feeling of total surrender towards the object of worship. Then every 
offering, however small, has meaning: 


Whatever man gives me 
In true devotion: 

Fruit or water; 

A leaf, a flower: 

I will accept it. 

That gift is love, 


His heart’s devotion. Bhagavad-Gita (Chap. IX) 
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۳3 Avahana-mudra, the gesture by which the 
divinity is brought to presence in the ritual 
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Yantra puja may sometimes be performed with a specific purpose in view (sakama). DYNAMICS OF YANTRA: RITUAL 
When it is for such a particular, temporary, purpose a yantra may be drawn ona 
metal plate with sandal paste, red pigment (kum kum) or saffron; or it may be 
engraved on copper, silver or gold. The colour of the material is generally decided in 
relation to the goal of worship, so that if the ritual is performed for auspicious 
purposes, the yantra is generally red; for magico-propitiatory rites it may be yellow.5 
One tantric text enjoins that before he worships the Sri Yantra, the sadhaka must 
putona red garment and red garlands, smear his body with sandal paste, and scent 
himself with camphor. He should sit in the lotus posture facing east and then may 
begin the ritual. 

After invocation of the chosen deity (Ishta-devata) with the pranapratistha 
| ceremony described above, the adept symbolically clears away all the obstructions 
or negative forces from the site where the yantra is placed. This preparatory ritual is 
considered particularly important because it serves to create a cosmic circuit 
| around the yantra, ‘fencing’ the four sides to guard them against negative forces. 

The adept then touches various parts of his body with his fingertips (nyasa, or 
worship by gesture), while chanting mantras, in order to free his being of all 
impurities and make it fit for worship, thus symbolically preparing for the descent of 
the deity into his own person. Either of two types of nyasa may be performed. The 
first, Kara-nyasa, involves touching parts of the hands with specific mantras: 


| The thumbs: Hram Namah 
The forefingers: Hrim svaha 
The middle fingers: Vasat 

| The ring fingers: Hraim hum 

| The little fingers: Vasat 

| The palm: Hrah 

| The back of the hands: Phat. 


In the second type, Anga-nyasa, the parts of the body are consecrated with the 
| following mantric sounds: 


| The heart: Hram Namah 

| The head: Hrim 

| The top of the head (to the left of the hairline): Hrim vasat 
| The arms below the shoulders: Hraum vasat. 


| Both forms of nyasa are followed by mental concentration on the deity propitiated 
in the yantra. Then the accessories of the ritual are purified by sprinkling them with 
water consecrated with the appropriate mantra (the weapon mantra, Phat), and 
making the ritual finger gesture (dhenu-mudra). 
After these preliminaries, the yantra is worshipped with ritual offerings, 
commonly five (pahichopacara)—sandal paste, flowers, incense, lighted oil-lamp, food 
j - which are associated with the five elements. The adept offers them in deep 
concentration while reciting the seed mantra corresponding to each: 


Ham to thee (Devi) in the form of Earth, | offer sandal paste. 
Ham to thee (Devi) in the form of Ether, ۱ offer flowers. 

Yam to thee (Devi) in the form of Air, ! offer incense. 

Ram to thee (Devi in the form of Fire, | offer light. 

Vam to thee (Devi) in the form of Water, | offer food. 


The five offerings also symbolize the devotee’s senses which he surrenders: his 
ultimate aim is ‘to become what he worships’. 

At this point begins the Avarana puja, which is specific to yantra worship. The 
worshipper makes ritual offerings with the appropriate mantra to each of the 
enclosures, the physical containers of the Saktis disposed on the yantra’s lotus 
petals, circles, and angles, starting from the principal divinity placed in the centre, 
exactly as the universe is conceived as unfurling itself from the bindu. The Sr Yantra 
is also worshipped in this way, starting with Devi Tripura-Sundari (Lalita) in the bindu, 
then moving outwards to all the Saktis successively until the outermost square is 
reached, whereupon the sadhaka involutes back to the centre for the final offering. 

The Avarana puja proceeds in a clockwise direction, beginning from the east side of 
the yantra. This circular movement is meant to produce a sense of subjective 
rhythm, and to give a feeling of return to the source before the sadhaka moves on to 
the worship of the next circuit of the devatas. 

The Avarana püjà of the Mahavidya Bhuvanesvani (after the Sri-Bhuvanesvari- 
Nityarchana), which is conducted on the nine enclosures of her yantra, illustrates on 
one hand the mantra/yantra synthesis, and on the other the symbolism of cosmic 
evolution/involution. 

The mantras consist of seed syllables and the names of the deities, and are 
untranslatable. They exert their influence by their sound-vibrations.” They are meant 
to transmit, like music, their own meaning, as their sounds seep through our senses. 
As we have seen earlier, cosmos, deities and mantras are considered identical, 
therefore chanting of the name of the deities in tantric ritual is conducive to intuitive 
illumination and recapitulates a transcendental ‘presence’. 

The rhythmic pattern of the reiteration of the mantras makes the static pattern 
kinetic, and infuses the yantra with a mobile linear force, capable of impinging on 
the senses for transformation. 


First circuit: the bindu 


[The Goddess is invoked with Siva in the bindu by chanting the following mantral 
۰ 
Srim hrim $rim Amretaévrsivasahita Srî Bhuvane$var-yai namah / Srî Amretaévrsivasahita 
Srî Bhuvanesvarr Í ۱ 
[followed by the major mantra, which is] 
Srî padukam pujyami namah tarpyami namah 


[Protection is invoked around the bindu by chanting the names of the deities of the eight 
regents of space with mantras associated with parts of the body] 
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Agneye IS El, $rim hrim Srim hram hrdyaya [heart] namah hrdyasakti (followed by the 
major mantra, see above] 

Nairtye [S WI, 7 hrim érim Sirse [head] svaha śira-śakti [followed by the major mantra] 
Vayavye IN WI, 7 hrim sikhayai vasat sikha [crown of the head] [followed by the major 
mantra] 

Téane [N EJ, $rim hrim $m hriam kavacaya hum kavaca [followed by the major mantral 
[back to the centre] $rim hrim $rim hraum netratrayaya [eyes] vaust netre traya [followed 
by the major mantra} - 

[around the centre] srim hrim $rim astraya phat astra [followed by the major mantral 
[back to the centre! srim hrim érim hrllekha [followed by the major mantra] 


Purve [E], $rtm hrim $rim aim Gagana [followed by the major mantra] Daksine [S], $rim hrim 
rim aum Rakta [followed by the major mantra] Pa$chime [WJ], $rim hrim $rim im Karalika 
[followed by the major mantra] Uttare [N], $rim hrim $rim aum Mahocchusma [followed by 
the major mantra] 


[Now is chanted the concluding root mantra in which the sadhaka beckons the Goddess 
of the first circuit to grant success and good fortune] 


etah prathamavaranadevatah sangah saparivarah sayudhah sasaktikah püjitastarpitah 
santu namah 

Abhistsiddhim me dehi śaraņāgatavatsle bhaktyā samarpaye tubhyarn prathamavaran- 
ārchanam 


Second circuit: hexagon 


[Invoking the devatās with their śaktis from the north triangle onwards] 

Srim hrim śrīm Gayatrisahita caturanana Brahma / Savitri sahit Visnu / sarsvatisahit Rudra 
/ Lakshmisahit Kuvera / Rati sahit Kama / Pusti sahit Vighanraja [followed by the major 
mantra] 

[on the sides of hexagon] Sankhanidhi sahit Vasudha / Padmanidhi sahit Vasumati / 
Gayatryadisahit $ribhuvanesvari [followed by the major mantral [Then are chanted the 
mantras associated with the parts of the body starting from the heart ending with eyes] 
Hram hrdayaya [heart] namah / hrim sirse [head] namah / hrum Sikhayai [crown] namah / 
hraim kavacaya namah / Hraum netratrayāya [eyes] namah / Hrh astraya namah [followed 
by the root mantra, as above but concluding dvitiyavaranarchanam = deities of the 
second (dvitiya) circuit] 


Third circuit: 
eight-petalled lotus 


usuma / Anafgakusumatura / Anar 


[Invoking th iti tals] Anangak : 
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mandana / ۱ / Bhuvanapala / 


[followed by the major mantra after each name and finally the root mantra as above but 
concluding tritiyavaranarchanam =the deities of the third (tritrya) circuit] 


Fourth circuit: 
sixteen-petalled lotus 


[Invoking the sixteen deities on the petals together with the major mantra] Srim hrim rim 
Karala / Vikrala / Uma / Sarsvati / $rih / Durga / Usa / Lakshmi / Sruti / Smriti / Dhrti / 
Śraddhā / Megha / Rati / Kanti / Arya [followed by the root mantra, concluding 
cathuravaranarchanam = deities of the fourth (cathurtha) circuit] 


Filth circuit: outside the 
sixteen petals invoking the 
eight Matrika Saktis together 
with the major mantra 


Srim hrim $rim am Brahamyai namah Brahmi / Im Mahesvryai namah Mahesvari / Um 
Kaumaryainamah Kaumari/ Rm Vaisnavyai namah Vaisnavi/Lrm Varahyai namah ۲ 
/ aim Indranyai namah Indrani / Aum Chamundayai namah Chamunda / ah 
mahalakshmyai namah Mahalakshmi [followed by the root mantra concluding 
paficavaraparchanam = deities of the fifth (paca) circuit] 


Sixth circuit: inside the 
square invoking the deities 
with the major mantra 


Srim hrim Anangarupa / Anangamadana / Anangamadanatura / Bhuvanavega / 
Bhuvanapalika/Sarvasira/Anangavedna/Anangamekhla [followed by major mantra after 
each name and the root mantra concluding Sasthavaranarchanam = deities of the sixth 
(sastha) circuit] 


Seventh circuit: 
_ points of the outer periphery 
Y 


E 


= [Invoking the deities of the eight regents of space, nadir and zenith with their respective 
[MP seed mantras] 


fim hrim ‘Stim lam Indraya [E] namah / yam Agni [SE] / yam Yama [S] / Ksham Nirrti 7۸ 
‘am Varuna IW] / Yam VayuINW]/ Sam Soma [N] / Ham 1622 [NE] / am ۵ [zenith] / 


Hrim Ananta [nadir] [followed by the major mantra after each deity, and finally the root 
mantra concluding, saptavaranarchanam = deities of the seventh (sapta) circuit] 


Eighth circuit: 
outside the square enclosure 


[Now the energies of the deities of the quarters who guard the sacred space of the yantra 
are invoked naming each of their emblems, which are symbols of their power and 
strength and display their eminence over the whole universel 


Srim hrim $rim vajra Sakti [thunderbolt, E] / agni Sakti [fire, SE] / danda Sakti (staff, S] / 
khadga Sakti sword, SW] / Pasa Sakti [noose, W]/ dhvaja Sakti [flag, NW1/ gadā Sakti [goad, 
N] / Trisula Sakti [trident, NE] / padma Sakti [lotus, zenith] / chakra Sakti [disc, nadir] 
{followed by the major mantra, and finally the root mantra concluding astamavaranar- 
chanam = the deities of the eighth (asta) circuit] 


Ninth circuit: back to 
the bindu= involution 3 e 


[The culmination of the Avarana püja is reached at the ninth enclosure when the sadhaka 
reverses the movement of the rite precisely as the universe involutes back to the centre, and 
invokes the protective divinities around the bindu followed by the major mantra] 

Srim hrim vam vatuka [E] / yam yogini [NI / ksham khetrapala [WI / gam ganapati [S] / 
Vayavye vam astavasu [NWI / Isane dvadasaditya [NE] / agneye ekadasa rudra [SE] / 
nairrtye sarvabhut [SW] 

[Now the final offering is made thrice with a handful of flowers, perfumes, the waving of 
lights and chanting of the root mantra, concluding navavaranarchanam = deities of the 
ninth (nava) circuit, and inviting the Devito bestow her grace with the hand-gesture of the 
yoni-mudra.] 


Next, the devotee will perform japa, the repetition of a mantra a specified number 
of times. In South India it is still common to recite the one thousand names of the 
Goddess (Lalitasahasranama) or to repeat the esoteric mantra of the Sri Vidya (see p. 
42). This may be followed by meditation by the sadhaka on the chakras (internal. 2 
yantras) of his subtle body (see Chapter 5). ; 

At the end of püja, the yantra may be erased if it has been drawn for temp 


worship, or the sadhaka may use his middle finger to make a dot betwi 
eyebrows with the vermilion paste offered on the yantra: | 


| 
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Visarjana 


At the end of pūjā the yantra is symbolically forsaken in a rite known as visarjana — 
the dissolution of the yantra into the primordial plenitude (or whatever term may 
be used to indicate the Ultimate Ground of Being — archetypal space, Sakti, 
Brahman, etc.). Using a finger gesture (generally yoni-mudra) and pronouncing the 
appropriate mantra, the adept dismisses the deity contained in the yantra. In certain 
forms of visarjana the deity is brought back into the adept's heart from where it was 
first installed into the yantra, either by the adept's inhaling his breath or smelling the 
flower through which the deity was first installed, during the pranapratistha 
ceremony. The visarjana ceremony reverses the existential status of the yantra, so 
that what was earlier, at the start of the liturgy, a near-sacred archetype of the 
sacred reverts to the status of a diagram. 

Yantra rituals follow one another as ‘microcosmic enactment of the macrocosm’. 
The whole dynamic of ritual worship is analogous to the cyclical dynamics of cosmic 
time. The unity of ‘cosmic time’ which is divided into three phases in Indian tradition 
pp. 77-9) is perfectly identifiable with ‘ritual time’ in daily worship, which is also 
divided into three phases. The three phases of yantra liturgy — pranapratistha or 
consecration, puja or worship and visarjana or ritual departure — succeed one 
another as a cosmogony and repeat the classical symbolism of creation, 
preservation and dissolution of the universe. 


Cosmos Yantra Aspirant 


Creation pranapratistha — ritual birth initiation — ritual birth 


Preservation puja or worship sadhana 


Dissolution visarjana identity of microcosmic 


self with the macrocosm 


Further, the triple cosmogonic motif is repeated on three levels: on the level of the 
visual motif (yantra); on the level of the aspirant, who like the cosmos and the 
symbol attains a new state of identity, a process which begins from the moment he is 
initiated in the theory and practice of yantra; and on the ontological plane. Hence 
psyche, symbol and cosmos are gathered into a single identity, as the symbol is 


assimilated into the body and the body into the cosmos, forming a circuit of cosmic 
unity. 


DYNAMICS OF YANTRA: RITUAL 


Dynamics of Yantra: Meditation 


Ritual is an introductory phase of spiritual discipline, but not the main and most 
significant element. Outer worship gradually gives way to an inner form of 
contemplation which leads the sadhaka through stages of spiritual unfolding, 
proceeding from the gross to the subtle levels of consciousness. As he passes from 
stage to stage his worship becomes more and more contemplative in character, and 
the visual aids which he uses become progressively simpler. In the earliest stages of 
yantra meditation he may use the yantra to visualize the iconic images of devatas; 
at the highest stage of all, the yantra is condensed into an imaginary bindu; and at 
the last, even the primal point disappears and the sadhaka and object of 
contemplation are one. The internalization of symbols as they become subtler is 
supported by the dynamics of the yantra until a culmination is reached when man, 
symbol and cosmos are united. 

Yantra meditation is usually combined with the classical techniques of yoga 
meditation, which begin with the adept gaining perfect control over his mind by 
censoring the riot of mental impressions, sensations and memory associations 
which make up ordinary consciousness to achieve a mental state of lucidity and 
centration. Patanjali (c. 200 BC), originator of the classical yoga system, recognized 
the importance of external symbols as aids to achieving the mental state of ekagrata, 
or single-pointed concentration: ‘Concentration may be attained by fixing the mind 
upon any divine form or symbol that appeals to one as good.” He further declared 
that the object in question can be of any size, from the ‘atomic to infinitely great’. 

Yantras provide a powerful tool for the preliminary centring of consciousness, 
but yantra meditation should not be understood superficially, as though attention 
were merely pegged on to a symbol, as for instance when we focus on any 
symmetrical figure to control our mental flux. On the contrary, genuine yantra 
meditation produces an active mental state and induces receptivity to symbolic 
revelations. Yantra meditation proper begins when the yogi has mastered the 
traditional bodily disciplines, such as energizing of the body by means of yogic 
postures (asana) and regulating the breathing to a steady rhythm (pranayama). 


Deity meditation 


In one type of meditation iconic image and yantra are meditated on simultaneously. 
Each Part of the iconographic image of the devata is built up progressively during 
Intense visualization. A verse dedicated to the goddess Triputa (an epithet of the 


goddess Tripura who is worshipped in the $ri Yantra) gives an account of one such 
visualization: 


Let him then meditate upon two angles [of the yantral in the lotus, 
And the Devi Herself in the lotus as follows: 

Her lustre is that of molten gold, 

With earrings on Her ears, 

Three-eyed, of beauteous throat, 

Her face like the moon, 

And bending from the weight of Her breasts. 


She holds in many arms, decked with diamonds and other gems, 
Two lotuses, a noose, bow, golden goad, and flowery arrows. 

Her body is adorned with great jewels, 

Slender is She of waist and beautifully girdled. . . . 

The Sadhaka who, having thus for a long time contemplated Her 
On a yantra set before him, 

And welcomed Her with great devotion, 

Worshipping Her with Svayambhu flower, 

Attains success in all the four dimensions of ۶ 


In a more elaborate variety of meditation the adept may contemplate the devatas in 
each of the successive enclosures of the yantras. After consecrating the yantra by 
means of the pranapratistha ceremony (see p. 98), he begins his meditation by fixing 
his attention on the yantra's periphery, at the eastern portal, in preparation for the 
journey to the centre. The geometrical symmetry of the diagram helps to draw his 
attention towards the bindu, the fixed point of concentration. The adept interiorizes 
the form of the yantra and pursues his meditation, circuit by circuit, in obedience to 
the symbolism of the deities disposed on the circuits. These deities may be seen as 
symbols of the forces acting within the sadhaka which he must either restrain, 
conquer, transform, or interiorize for meditative experience. Behind the 
metaphysical realities of those deities lie the reality of psychic facts, the data of 
psychic experience and the reality of conscious and unconscious forces. The reality 
experienced through the complex iconographical structure is the reality 
of feeling and thought. Fach deity can be considered the embodiment of a mental 
state or thought-form. On the higher level of insight, adepts consider the deities as 
the radiation of their own psychic faculties and as manifestations of their own 
being. 
Equally, indwelling deities personify aspects of the physical being ai the adept. 
Each part of a yantra is associated with a part of the body and with sense faculties. 
Since man, the microcosm, and the universe, the macrocosm, are integrally 
related, there are fundamental affinities between the cosmic scheme, the subtle (or 
psychic) body and the yantra. In this form of meditation the external yantra is 
transformed into an internal yantra. Energizing psycho-cosmic affinities, the adept 
can begin to make the ascent, or journey of return. Hence it is important to view 
these yantras not merely as symbols of the cosmos but as symbols of the integrated 
Sycho-cosmos (man/universe). 


— — qum 


In most, if not all, yantras for meditation the progressive stages from material or DYNAMICS OF YANTRA: MEDITATION 
gross to subtle are well marked. Closed concentric circuits (mandalas) of various 
geometric shapes correspond to the planes of the sadhaka's consciousness. Each 
enclosure is an ascent of one's being, a way-station (pandani), a plateau (dhamani), 
towards the sanctum sanctorum. 

The number of circuits in each yantra is prescribed by tradition and codified in 
tantric texts. It can vary considerably. The $ri Yantra (see below) has nine. 

In each of the enclosures specific deities are invoked, each circuit being 
considered as a cosmological form which supports devata-clusters, or groups of 
goddesses (see Chapter 3). The power and harmony of each circle of deities is 
relative to the central deity: the deity-clusters are like veils concealing the yantra's 
innermost essence. After the sadhaka has invoked all the devatas in the prescribed 
manner for meditation, he reaches a level of consciousness in which all the devata- 
circles are fused to become the presiding deity at the centre of the yantra. Gradually, 
this central deity itself disappears and merges into the centre of spiritual 
consciousness, the bindu of the yantra and the highest psychic centre between the 
adept's eyebrows. 

The bindu is a fusion of all directions and of all levels, a point of termination where 
ALL IS. From the gates which are his own subconscious forces, the yogi has passed 
through the circuits to be reunited with the permanent element of the universe. The 
ultimate state of union is achieved when he experiences the out-petalling of the 
soul-flower, the thousand-petalled lotus, rising at the crown of the head. 

The awareness that ensues from such meditation constitutes a spiritual climax, a 
state of yogic enstasis (samadhi). This is a state of psychic continuum, free from 
mental fluctuations, in which there is perfect merging of symbol and psyche. The 
journey from the periphery to the centre of the yantra may be measured physically 
in a few inches, but psychologically the return to the primordial source represented 

| by the bindu is a vast mental distance, demanding the discipline of a lifetime. 


The $ri Yantra and psycho-cosmic identities 


Man's spritual journey from the stage of material existence to ultimate 
enlightenment is mapped on the greatest of yantras, the $rr Yantra. We find the 
Sequence of meditation set out in the Bhavanopanisad, the text of the Samaya sect 
of right-hand path tantrikas. The spiritual journey is taken as a pilgrimage in which 
every step is an ascent to the centre, a movement beyond one's limited existence, 
| and every level is nearer to the goal, an affirmation of the unity of existence. 
| Traditionally such a journey is mapped in nine stages, and each of these stages 
| Corresponds with one of the nine circuits of which the yantra is composed. Starting 
| from the outer square and moving inwards, the nine rings bear specific names, 
| related to their characteristics; the first circuit (Trailokyamohana chakra) ‘enchants 
the three worlds’; the second (Sarvasaparipuraka chakra) ‘fulfills all expectations’; 
the third (Sarva$ankshobana chakra) ‘agitates all’; the fourth (Sarvasaubhagy- 
adayaka chakra) ‘grants excellence’; the fifth (Sarvarthasadhaka chakra) is the 
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‘accomplisher of all’; the sixth (Sarvaraksakara chakra) ‘protects all’; the seventh 
(Sarvarogahara chakra) ‘cures all ills’; the eighth (Sarvasiddhiprada chakra) ‘grants all 
perfection’; and the highest (Sarvanandamaya chakra) is ‘replete with bliss’. 

At the periphery of the Sri Yantra, the square, the adept contemplates his own 
passions such as anger, fear, lust, etc., to overcome or conquer them. The eight 
psychological tendencies that are considered obstacles of the mind are also 
invoked, as eight Matrika Saktis, in the second line of the outer periphery. Either they 
flank the four ‘doors’ of the yantra or they are invoked in the square band (bhüpura). 
Generally they are what we experience of the world through sense-activity and the 
cravings of our egotism. Thus the first Matrika Sakti, Brahmi, is associated with 
worldly desire, the passion that impels us to seek ephemeral joys; Maheswari is 
representative of anger; Kaumari of constant avarice and greed; Vaishanavi 
fascinates and infatuates; Varahi is symbolic of obstinacy and false pride; Indrani of 
jealousy; Chamunda of earthly rewards; finally, there is Mahalakshmi, who 
symbolizes our deficiencies and blameworthiness generally. 

Around the Matrika Sakti, in the third line of the square, preside Mudra Saktis who 
represent the chakras of the subtle body (see below) 

Because it is through our bodies that we experience the world at large and all our 
likes and dislikes, emotions, feelings and responses are experienced through our 


Cittákarsani (mind) 
Dhairyakarsani (fortitude) Gandhakarsani (smell) 
Smrityakarsant (memory) ^ 


Namakarsani (name) 7 ۲ Rüpakarsani (form) 


Rasakarsani (taste) 


Bijakarsani (seed) > 2 Spar$akarsani (touch) 


Atmakarsani (soul) ۸ 2 Sábdakarsani (sound) 


Amritakarsani (immortality) ارس‎ Ahamkarakarsanit (ego) 
Sarirakarsani (body) Budhyakarsani (intellect) 
Kamaákarsanr (desire) 
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3 SarvaSankshobana chakra 


4 Sarvasaubhagyadayaka chakra 


Anangamadana 
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bodily senses, and since our physical being is composed of sixteen components — 
the five elements (earth, water, fire, air, ether), ten sense-organs of perception and 
action (ears, skin, eyes, tongue, nose, mouth, feet, hands, arms, genitals), and the 
oscillating mind — these sixteen components are related to the sixteen petals of the 
Sr Yantra lotus. Each petal is presided over by a deity of attraction who stimulates our 
'sense-consciousness' through our bodily faculties, which leaves us spellbound in 
infatuation with ourselves. 

These sixteen ‘attractions’ veil our existence, blind our spiritual sight, keep us from 
knowledge, and chain us to the ceaseless cycle of life. Since they mirror our 
consciousness at the stage of false knowing, these Saktis must be contemplated at 
the beginning of our spiritual journey. 

The eight-petalled lotus, the third circuit, governs speech, grasping, locomotion, 
evacuation, enjoyment, and the three attitudes of rejection, acceptance and 
indifference. These petals are also each presided over by a Sakti. 

After transcending the limitations of the physical self, the meditator has to attain 
an understanding of his subtle body; from the physical shell he must enter into his 
psychic self represented by the subtle nerves, etheric channels and vital energy of 
the body-cosmos. Accordingly, fourth, fifth, and sixth circuits of the Sr Yantra 
symbolically illustrate the subtle nerves, and the modification of the vital energy 
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Sarvahladini (Varuni = right shoulder) 
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(Sushumna = back of forehead) 
SarvaSankshobhini (Alambusa = centre of forehead) 
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(prana) which regulates the vitality of the subtle body. The first of these, the 
fourteen-triangled circuit, corresponds with the fourteen etheric nerves in the subtle 
body: six run through the right side of the body starting at the ankle and moving 
upwards through the right thigh, shoulder and cheek, and ultimately meeting at the 
centre of the forehead; four are on the left, the rest along the axis of the subtle body. 

The fifth circuit of ten triangles exemplifies the dynamic life-force called prana, the 
essential link between mind and body. The triangles represent the tenfold functions 
of the universal pranic energy in the individual subtle body: the five vital currents 
(Prana, which draws life-force into the body; Apana, which expels life-force; Vyana, 
which distributes and circulates energy; Samana, which controls digestion; Udana, 
which controls circulation), and the five medial currents (Naga, Kurma, Krkara, 
Devadatta, and Dhananjaya) which mirror them. 

The sixth circuit which is also ten-triangled relates to the interaction between the 
ten functions of pranic energy and the ten types of digestive fire, each presided over 
by a deity. The mobilization of the prana through the energy centres is 
fundamentally important. 
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5 Sarvarthasadhaka chakra 


62 Sri Yantra, the most celebrated of all tantric yantras. A mystical construction of the cosmos, the Sri Yantra is formed by 
| the interpenetration of two sets of triangles, four, apex upward, representing the male principle and five, apex downward, 

| representing the female principle. The yantra is devised to give a vision of the totality of existence, so that the adept may 

| internalize its symbols for the ultimate realization of his unity with the cosmos. Rajasthan, c. 1700. Gouache on paper 


63 The Goddess Sakti taking the form of a triangle brings forth the three worlds’ (Jnarnava, Chapter x). The 
three sides of the yoni, the primordial triangle, creative matrix of the cosmos, stand for the three qualities 
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composing material nature: sattva, the ascending quality, seen as white; rajas 
red; tamas, the descending quality or inertia, seen as black. Rajasthan, c. 17th 
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Rajasthan, c. 18th century. Gouache on paper 
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64 Yantra devoted to Sakti, used for meditation. 
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65 Sri Yantra created in an electronic vibration field, an experiment in the translation of sound into vision. 
A similar experience is ‘sensed’ during ritual worship when the yantra pattern ‘dematerializes’, appearing to 
dissolve into a sound-pattern or vibration field of spoken mantras Still from a film by Ronald Nameth 
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Conscious experience of the psychic spectrum becomes more and more subtle as 
one moves to the Srî Yantra's inner enclosures. The seventh, eight-triangled circuit 
(Sarvarogahara) represents, first, the three constituent principles of material nature: 
sattva which is associated with purity or the stuff of intelligence; rajas which 
denotes the force or energy activating and impelling creation; tamas, mass or 
matter equated with inertia. These three qualities exist in individuals in varying 
degrees and are variously manifested: sattva is expressed psychologically as purity, 
tranquillity and calmness of mind; rajas as passion, egoism, restlessness; tamas as 
resistance to all change. The devotee can cultivate any of these qualities by his 
actions and thoughts; ideally, an aspirant will cultivate the sattva element of his 
nature over rajas and tamas. Ultimately, however, he will strive to overcome even 
the sattva element as the ultimate essence is above and beyond all. The other five 
triangles of this circuit represent two sets of polarities — pleasure/ pain, cold/heat — TY 
and the individual's will or capacity to decide upon action. Decisiveness guides the ; 
psyche to balance the continuous flux of mental activity. On the ascending scale of 
reality, after having understood the working of his senses the adept should begin to 
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harness his mind. From his existential reality as an individual caught in a state of flux, 
enriched and moved by an uninterrupted exchange between the inner and the 
outer world, he contemplates certain traditional symbols of the senses: the bow, 
noose, goad and arrows. These are seldom depicted in the yantra, but they are 
always visualized around the primordial triangle as an imperative for final union. 

Mental fluctuations are caused by the psyche's contact with the world at large, 
Thus the mind is visualized symbolically as a bow, and the noose as our attachments 
of the senses to external stimuli, the goad stands for anger, the perturbed psyche 
unable to penetrate through the last waves of psychic life, and the five arrows are 
symbols of the five gross and five subtle elements which attract our senses but leave 
us unfulfilled. 

As meditation nears the innermost triangle, a dramatic change takes place with 
the fading of the Sakti-clusters into the emptiness of the centre. The innumerable 
Saktis of the earlier phases are reduced to three principles of existence. The 
unmanifest principle of creation (Avyakta), the cosmic principle of force (Mahat), 
and the principle of ego-formation (Ahamkara) give rise to the experiences of 
subject and object through which the adept perceives the distinctions and diversity 
of external nature. 
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Sri Lalita = one’s innermost self 

The ninth chakra, the bindu, is the symbol of final release. It is the summit of reality 
and represents the innermost centre of the consciousness, the abode of the 
supreme goddess Lalita, whose mysterious presence is experienced in the depths of 
one’s being. The bindu marks the end of the spiritual pilgrimage. Where outer life 
ends, the inner life begins: there is no shape, no form, all is immersed in the void. 

The Sri Yantra’s nine Sakti-clusters are thus nine levels separating man from his 
primordial wholeness, or, conversely, nine steps that can lead him through the 
principles of spiritual evolution. When the highest stage of exaltation is reached the 
yantra is internalized; it becomes a psychic complex. The truth of the cosmos, 
illuminated in the yantra, is the sadhaka himself illumined, and his body itself 
becomes the yantra. 

In another type of meditation, the adept experiences both evolution and 
involution through the Srî Yantra. In deep concentration, the adept mentally 
constructs the entire image of the Sri Yantra from the centre, in the same fashion as 
the cosmos is held to unfurl itself in the process of evolution. After the whole image 
has been visualized, he begins his meditation from the outermost periphery of the 
figure. Moving inwards, enclosure after enclosure, he is symbolically involved in the 
‘dissolution’ of all the cosmic principles projected by the nine Siva-Sakti triangles. In 
such meditation the adept lives through the whole drama of descent and ascent, as 
an act of purging his consciousness. He is summoned to and surrenders to initiatory 
death through which he is reborn. When he has attained the sought-after identity, 


the extended universe (of the yantra) symbolically collapses into the bindu, which 
itself vanishes into the void. 


The body yantra: Kundalini dhyana 


In the Tantras the human body acquires a unique role and is considered the most 
perfect and powerful of all yantras. What is counselled is not a withdrawal from 
existence or a cold ascetism which teaches us to sever our links with life, but a 
gathering up of existence into our own being. This gathering up is effected by 
cosmicizing the body, and treating it as a 'tool' for inner awareness by taming it with 
yogic rituals, awakening zones of consciousness and activizing its latent subtle 
energies. But would this be possible if man and his body were not taken to be a 
cosmicized circuit and a powerful spiritual vehicle? 

In the earliest speculations of the Vedas the macrocosm and its creator were 
conceived in human terms. The ‘Purusha Sükta' hymn in the Rig Veda portrays the 
world as coming into existence from the bodily parts of the Cosmic Person: The sun 
came out of his eyes, the moon from his mind, Indra and Agni [fire] from his mouth, 
wind from his breath, air from his navel, sky from his head, earth from his feet. . . .’5 

In later literature, not only is the affinity between the world and the Cosmic Person 
maintained, but relationships are pointed between the elements and human 
functions. Thus in equally graphic terms the Aitareya | states: ‘Fire became speech 
and entered in the mouth or the individual, mind became breath and entered his 
nose, the sun [became] sight in his eyes, the quarter of heaven hearing in his ears, 
plants and trees hairs in his skin, moon, mind in his heart.’é 1 

Man is regarded, not as a separate and accidental product of evolution, but as an 
extension of divine consciousness expressing the fundamental unity of creation. His 
life, like the cosmos, is bound by a purpose; his biological rhythms are tuned by 
planetary phenomena. Man's existence is ordained and regulated by the governing 
principle of nature. The external world, and the inner world of man, are formed of the 
same ‘stuff’, and are related by an indivisible web of mutually conditioned affinities, 
which are often expressed in terms of the human body. 

In the Tantras the relationship of man and cosmos has been reversed, and man 
himself has ‘become’ the cosmos. That is, his significance in the cosmic order has 
been exalted to the extent that he, and his body, are seen as a tool (yantra) of 
unlimited power, capable of transforming even his baser capacities into eternal 
values, an exaltation considered as a movement of power from the realm of god to 
the realm of man. Indeed, his body is seen as condensing the entire universe. 


In your body is Mount Meru there too are the two cosmic forces: 
encircled by the seven continents; that which destroys, that which creates; 
the rivers are there too, and all the elements: ether, 

the seas, the mountains, the plains, air and fire, water and earth. 

and the gods of the fields. Yes, in your body are all things 

Prophets are to be seen in it, monks, that exist in the three worlds, 

places of pilgrimage all performing their prescribed functions 
and the deities presiding over them. around Mount Meru; 

The stars are there, and the planets, he alone who knows this 


and the sun together with the moon; is held to be a true yogi.’ 
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| subtle body chakras 


J To illustrate the mutual correspondences of the human body and the cosmos, tantra 66, 68 
has created a system of psychic ‘crosspoints’ in which the infinite world of time and 
۱ space are seen reflected in the psycho-physical structure of man. The cosmos, 
according to the Tantras, consists of seven ascending planes of existence, starting 
from earthly, gross existence, and this hierarchy is mirrored in the psychic vortices 
functioning as invisible yantras in the human body. 

| The seven (in the Hindu tradition) major points of power in the subtle body 
function as yantras for inner meditative experience in Kundalini yoga. They are 
visualized as geometrical figures, as wheels (chakras) or lotuses, spaced on the 
vertical axis of the subtle body, the Sushumna, which corresponds roughly to the 
spinal column and brain. Since these chakras embrace the entire psycho-cosmos, 
each is associated with a sound vibration, element, colour, devata or animal symbol. 

The first chakra, known as the Müladhara (root) Chakra, is situated at the base of 
the spine and is the gathering point of the energy of the psychic body. Its symbol is a 
square with an inverted triangle. In the centre of this yantra is the snake-symbol of 
the latent microcosmic form of energy, Devi Kundalini, coiled around a linga 
emblem. It is governed by the element earth, and its seed-mantra is Lam. 

The second, Svadishthana Chakra, lies behind the genitals. It is coloured 
vermilion, and its form is a circle with six petals, containing a white crescent moon. In 
the centre is inscribed the mantra of the water element, Varn. 

The third, Manipüra Chakra, is the navel centre, governed by the element fire. It is 
visualized as a lotus of ten petals. Within the lotus is a red triangle with three 
swastika marks (r-shaped). Its seed mantra is Ram. 

The fourth, Anahata Chakra, is located at the level of the heart, which is 
conceived as a lotus of twelve petals with a hexagon at the centre. The Anahata 
Chakra is the seat of the air element, and is a prime revealer of cosmic sound during 
meditation. Its seed mantra is Yam. 

The fifth chakra is known as Visuddha Chakra and is situated at the level of the 
throat. It is of smoky purple hue, and its symbol is a sixteen-petalled lotus with a 
downward pointing triangle. In its centre is the symbol of the ether element, 
represented by a circle with the seed mantra Ham. 3 

The sixth chakra, Ajfia, is located between the eyebrows and commands the e 
various levels of meditation. Its symbol is a circle with two petals and an inverted É 
triangle bearing a liga emblem. Its seed mantra is the primordial vibration, Om. 

The seventh chakra, Sahasrara Chakra, represents the apex of yogic meditation, 
the seat of the Absolute (Siva-Sakti). It is visualized as measuring four fingers’ breadth 
above the crown of the head, and is represented by an inverted lotus of a thousand s 
petals, symbolically showering the subtle body with. spiritual radiance. The 
Sahasrara neutralizes all colours and sounds, and is represented as colourless. 

, These internal yantras mark the phases of the spiritual journey of the Kundalini a 
| Sakti, the energy which is aroused in meditation for the ascent of the path of the 
Sushumna to unite with the Sahasrara Chakra. They indicate the seven stages of 


yogic sadhana, and provide the mechanism through 00٦ fer Ses out his 
psychic synthesis with the cosmos. Each of the inner chakras may be meditated 
upon either independently or with the aid of an external yantra. A common practice 
is to equate the various circuits of the external yantras with each of the seven 
chakras. In pyramidal-shaped yantras, each level of the hierarchy may be identified 
with each level of the chakras. 

In addition to the seven chakras of the subtle body, the Tantras have described a 
vast network of subtle channels and inner vital energies which constitute, as it were, 
the etheric body. Cosmic biunity is represented by two invisible conduits, Ida 
(female, representing the moon) and Pingala (male, representing the sun), on the left 
and right of the central channel. The cosmic power, Sakti, that permeates all 
creation lies inert in our subtle body as Devi Kundalini (the potent source of energy 
of the Sakti of Siva). Her symbol, a serpent of three and a halí coils, lies blocking the 
entrance to the central channel with its mouth. 

The technique of Kundalini yoga consists in using prana to awaken the 
consciousness-as-power (Sakti) in the root chakra (Müladhara), located in the region 
of the perineium, and causing it to rise up Sushumna, the central channel of the 
subtle body, energizing the seven chakras through which the tantric universe can be 
absorbed into the body. Once the Kundalini Sakti has ascended to Sahasrara, the 
highest psychic centre at the crown of the head, it is made to reverse its course and 
return to rest in the base centre again. 

In a special method of meditation practised by advanced adepts, under the 
guidance of a guru, the adept learns to achieve union between the Kundalini of the 
microcosm (Pinda) and the macrocosm (Brahmanda). These affinities are struck in 
the subtle body by meditation on its chakras and by finding correlations and 
similarities between the subtle body and the totality of the cosmos. 

As we have seen earlier, spiritual endeavour in tantrism proceeds by a process of 
introversion. The basic aim is to reverse the journey of the individual from a chaotic 
outward flow of constant change to an inward state of rest; technically, a reversal of 
the world of pravrtti (activity) to a state of nivrtti (rest). The extent to which the 
symbolism or reversal has been integrated in Kundalinr yoga can be seen from the 
practice of the tantric Natha yogis, who consider that the part of the body above the 

navel is Siva (static) and that below is the personification of Sakti (dynamic), so that 
the place assigned in the subtle body to Siva is the Sahasrara Chakra (the psychic 
centre at the crown of the head) and to Sakti the Mülàdhara Chakra (at the base of 
the spine). Between these two poles lies the expanding and contracting universe. 
The form of yoga practised by the Natha yogis consists in making the kinetic flow of 
Sakti be absorbed in and united with Siva. The union of the dynamic Sakti with Siva 
as it ascends piercing the internal yantras means the arresting of the process of 
constant becoming, and a retrogression of the cosmic process to its ultimate source. 
The Natha tantrikas follow a psychological and physiological discipline based on a 
regressive process (ulta-sadhana) whereby the kinetic flow of the Kundalini Sakti, 
which in the ordinary course of life flows downward, is made to come to a state of 
rest in its upward flow and unite with Siva. Physiological functions of the body also 
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E ody, Sakti, the kinetic principle, is 
e; Siva, the static principle, is in 


— 


| n do progressive ‘reversals’, for instance, by absorption of semen and subli- p 
mation of sexual energy, which is reversed for the upward journey in Kundalini yoga. | 

| The basic principle in all forms of contemplation and meditation in Kundalini yoga | 
is that the energies should involute back to the primal source. The grosser elements 11 

| of the subtle body should dissolve in the subtle elements; each class of bhutas (gross In 

| elements) is dissolved into the next class of tattvas in the ascending order (subtle ۱ 
elements). Siva Samhita (1, 78) explains: The earth [Müladhara Chakra] becomes | | 
subtle and dissolves into water [Manipüra Chakral; water is resolved into fire | 
[Svadhishthána Chakra]; fire similarly merges into air [Anahata Chakral; air is 3 

| absorbed into ether [Visuddha Chakra]; and ether is resolved into avidya, which 1 

| merges into great Brahman [Sahasrara Chakra]/ | 

| The seven inner chakras may be meditated upon in turn with the aid of an 
external yantra such as a yantra from Nepal which has the symbols of the seven | 
chakras inscribed on the petals of a lotus enclosed in a four-gate square. A common | 
practice, however, is to equate the circuits of the yantra to the body chakras. | 

| A text? devoted to Sakti worship relates the chakras of the subtle body to the nine ۲ 


circuits of the Sri Yantra as follows: 


Srî Yantra Chakra The seven chakras of the subtle body corresponding to the 
The outer square (Trailokyamohana) Müladhara (root chakra) Hec yantra whos ی‎ 
Sixteen-petalled lotus (Sarvasaparipuraka) Svadhishthana (chakra below 
the navel) 1 
Eight-petalled lotus (SarvaSankshobana) Manipura (navel chakra) 
Fourteen-angled figure (Sarvasaubhagyadayaka) Anahata (heart chakra) 
Ten-angled figure (Sarvarthasadhaka) Visuddha (throat chakra) 
Ten-angled figure (Sarvaraksakara) Ajfia (chakra between the 
eyebrows 
Eight-angled figure (Sarvarogahara) Brahmarandhra (chakra of 
palate) í 
Triangle (Sarvasiddhiprada) Brahman (chakra of the 
Supreme) 
Bindu (Sarvanandamaya) Sahasrara (chakra of space) 


Hence the Sri Yantra can be viewed as a composite image of the subtle body. ^ 
Other forms of concordance are drawn between the subtle body and the Sri 
Yantra, In its three-dimensional variety, for instance, when the $n Yantra is known as 
‘Meru’ (after Mount Meru, the mythical axis of the earth), its nine circuits are divided 
Into three elevations which match the scheme of the subtle body, whose chakras 
can also be divided into triads. Alternatively, three chakras each containing the 
lihga-emblem of the male principle are seen as marking three levels corresponding 
ids uu os of the Meru form of the Sri Yantra. These chakras are called The three elevations of the Srî Yantra (left) and the th 
i), and are nodes where the transformation of the adept is said to take corresponding planes of the body-cosmos (right) 


place. They are associated with the earthly desires and passions to be overcome 
during the process of Kundalini yoga. 


Meru form of the Sri Yantra Chakra Deity Linga-emblem 
Square and two Muladhara Brahma Svayambu 
lotus rings (root) — creation lihga 

Fourteen- and two ten- Anahata Vishnu Bana linga 
angled figures (heart) = preservation 

Eight-angled figure, ۸(8 Siva Itara liga 
triangle and bindu (eyebrows) — destruction 


The practitioners of Anavopaya'? in Kashmir use the $ri Yantra when visualizing the 
chakras of the subtle body in a form of Kundalini yoga called Chakrodaya. Breathing- 
control techniques are used to force prana to circulate upwards and then 
downward to strike the latent Kundalini energy in the root chakra. This circulation of 
the prana-sakti is felt to be concomitant to the expansion of the Sri Yantra. When 
the Kundalini reaches the highest chakra, the Sahasrara, this centre merges with the 
bindu of the Sri Yantra. 

A sect of ‘right-hand’ tantrikas, the Samayacara, advocates a highly esoteric type 
of internal worship, again combining the Srî Yantra and the chakras. Upon 
concentrating on the chakras in turn, all the ‘truths’ which they embody are 
spontaneously known by illumination. 

The chakras"! can be used as foci for concentration without the aid of external 
yantras, either separately or together; or meditation may be carried on using the 
body-mandala and concentrating on graphic symbols associated with each part of 
the subtle body. One yoga text describes this form of meditation: 


From the knee to the foot is the seat of earth. The Earth-goddess, yellow, square, and with 
the bolt of Indra as her emblem, should be reflected upon for five Chatikas [two hours], 
after having filled the part with vital breath. From the knee to the hip is said to be the seat 
of water. Water, shaped as a crescent, white, and with silver as her emblem, should be 
reflected upon for ten Nadikas [four hours], having filled the part with vital breath. From 
the waist to the hip is said to be the seat of fire. There should be reflected upon [a trianglel, 
a red, flaming fire, for fifteen Ghatikas [six hours], after a period of holding the vital breath 
(Kumbhaka), so it is said. From the navel to the nose is the seat of air. The strong elemental 
air, of the colour of smoke and the shape of a sacrificial altar, should be reflected upon 
there, for twenty Ghatikas [eight hours], holding the vital breath (Kumbhaka). From the 
nose up to the cavern [crown of the head] of the Brahman is the seat of ether. There is 
ether of the colour and brightness of well-pounded collyrium [black]. One should hold 
the vital breath (Kumbhaka) in the seat of ether with great effort.'? 


In this meditation on the five cosmic elements the adept directs the vital energies of 
his body to the appropriate part, suspends his breath for the required periods, and 
concentrates on each symbol of the elements in ascending order: the square for 
earth, the triangle for fire, the hexagon for air, the circle for ether. Chanting seed 
mantras and visualizing the presiding deities, he obtains insight into the secret forces 
through the body mandala, and gains mastery over the elements. 


Symbols of the five elements in ascending order: earth, 


water, lire, air, ether, visualized during meditation for 
psycho-cosmic integration 


= 66 The human body is considered the best of all 
Yantras. The seven psychic centres, or chakras, on the 
_ axis of the spine are activated in sequence during 
neditation. From the root chakra upwards, they are 
own as Muladhara, Svadishthana, Manipüra, 

ahata, Visuddha, Aja and Sahasrara. South India, 
th century, Copper with gold wash 
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67 Yantra of Mahavidya Bagala-mukhi bearing emblems of the psychic centres of the subtle body disposed 
on the eight lotus petals. In meditation, the body yantra acts in conjunction with the diagram to achieve the 
ultimate aim of unity of yantra, body and cosmos. Nepal, c. 1761. Gouache on paper 


68 Three of the chakras of the subtle body, in ascending order: Mülhadhara at the base of the spine, 
Svadishthana below the navel, and Manipüra at the navel, with their related symbols. Meditated upon in tum 
during Kundalint yoga, these chakras represent stages in the sadhaka's progress towards Enlightenment, 
achieved when the Kundalint Sakti is finally united with Siva at the topmost psychic centre, Sahasrara, 
represented by the thousand-petalled lotus. Nepal, c. 1761. Gouache on paper 


69 Enlightened sadhaka, experiencing in the Sahasrara Chakra the ultimate unity of the bindu state. Maharashtra, c. 19th century. Gouache on paper 


The disc of the body-cosmos is the best of all yantras. 
Sakta Darshan (15, 1, 30) 


DYNAMICS OF YANTRA: MEDITATION 


Internal yantras 


Meditation on the yantra takes the most subtle form of all when it consists of inner 
illumination, a method of meditation without any yogic, ritual or visual aids. 

In the early phases of the practice of sadhana the devotee is instructed in the 
iconic images of deities. Later, even yantric symbols are discarded, and worship 
becomes highly abstract, subtle and esoteric. It is at this stage that meditation on 
internal yantras composed of simple graphic symbols is performed. This technique is 
only divulged to those practitioners who have been through all the stages of 
sadhana, and is attained after a long and arduous training under the strict instruction 
of highly advanced gurus. The texts"? state that all the ritual offerings made in the 
external form of worship are spontaneously present in the interior form, and it is for 
this reason that in many texts the contemplative experience is called ‘mental 
oblation’ )) 74 

The whole process of mental oblation is described in the Kaulavalinirnaya, a work 
of the Kaula sect of tantrism. After preliminary purifying rites, the sadhaka builds up, 
in deep concentration, a square yantra enclosed by three concentric circles. In the 
centre of the square he visualizes the emblem of the yoni (a half-moon and bindu). 
The square symbolizes the vessel of consciousness (cit-kunda) in which burns the fire 
of consciousness, and into this symbolic fire the adept ‘surrenders’ all his mental 
offerings. The sadhaka first makes an offering of his impulses, then his senses, then 
his selfhood, then his acts, both good and evil, and finally his entire inner-outer self 
which is none other than the thirty-six cosmic principles of which the universe is 
composed (see p. 74). Through this unconditional surrender, the adept dissolves 
every bond with outer life. This mental offering of his entire being is the prelude to 
new birth. 

The devotee apprehends the true nature of the absolute principle as void, the 
undifferentiated ultimate ground of reality. He is then said to become 
indistinguishable from the vessel into which the symbolic oblations were offered: in 
this final stage his entire being is perfectly assimilated with the cosmos: ‘The act of 
offering is Brahman, the offering is Brahman, the person offering is 856015 

Mantras of oblation in the Kaulavalinirnaya (Chap. Hl, 85ff.) describe this process: 


Into the Fire of Consciousness 

In the navel centre, kindled with knowledge, 
| offer as oblation the impulses of the senses 
Using the mind as sacrificial ladle, svaha. 


l offer functions of the senses, 

As oblation into the Fire which is Atman, 

Fed by righteousness and unrighteousness like ghee 

With the mind as ladle held by the handle which is the path of Sushumna, svaha. 
| offer all acts good and evil as 

Oblation into the all-pervading Fire, fed by Time. 

The two hands with which | hold the ladle are 

Siva and Sakti, 

The ladle of the offering is Consciousness [unmanil, svaha. 


| offer as oblation this universe of thirty-six principles, 

The first which is Siva and the last earth. 

Into the Fire of Consciousness which though fuelless 

Is constantly burning within. From which emanate 

Rays of wondrous light which purify Nes irt 
Though obscured by the darkness of ignorance [Maya], svaha. 


| offer all as oblation by the darkness into the Fire of Complete Oblation . . . 


The essential difference between the outer form of yantra worship (puja) and inward 
meditation through yantric symbols is that the former produces mental states that 
are like ‘seeds’ for the future workings of consciousness, while the latter is ‘without 
seed’ (nirbija) and relies on intuitive apprehension of the real, revelling in the 
ontological plenitude in which being, knowledge and bliss are inseparable and 
indistinguishable. 


The bindu experience 


The culmination of yantra meditation is reached when the sadhaka begins to 
internalize the bindu in the yantra as an inner, still centre. He may then contemplate 
an imaginary point in his subtle body. The spiritual experience of the bindu marks 
the end of spiritual involution. 

The 'bindu-state' experience is unique. Psychically, it implies the sadhaka's 
awareness of his wholeness, which is spontaneously discovered through inward 
illumination. All the outward directed energies of the phenomenal ego are brought 
together to an inward state of rest and unity by the ultimate realization of Atman. 
‘Neutrality of the senses’ has superseded the creative play of Maya Sakti, and he is 
now the silent seer, no longer attached to the world of phenomena. He neither 
laughs nor weeps, loves nor hates, for he has transcended all dualities. The adept 
attains precisely the state, mentally and spiritually, that the symbol of the bindu 
denotes, an ideal mid-point, the balancing of all polarities. But this is not the end, the 
aspirant is still to soar beyond the bindu-state to merge with the Void — the 
primordial plenitude of Siva-Sakti in oneness. 

This highest stage of spiritual absorption (samadhi) achieved through yantra ritual 
worship and meditation is not susceptible to any verbal analysis. It is contemplated 
in absolute silence: ‘Higher than the original syllable is the point, the echo higher 
than this; the syllable vanishes with the sound, the highest state is silent.’ 

When the adept is able totally to re-establish himself in primordial equilibrium by 
retracing his steps to his original source, absorbing and reintegrating all 
fragmentation and multiplicity of existence into unity, what is there to seek? To see? 
To hear? To touch? For: 


When there is duality, one sees another, one smells another, one tastes another, one 
speaks to another, one hears another, one touches another, one understands another. 
But where everything has become just one’s own self, then who can be seen by what? 
Who can be smelt by what? Who can be tasted by what? Who can speak to what? Who 
can think of what? Who can touch what?!7 


DYNAMICS OF YANTRA: MEDITATION 


Cit-kunda Yantra with the yoni emblem, the seat of 
bliss, in the centre. The four points of the square 
represent the four aspects of one’s psyche: the pure self 
(atman), the inner self (antaratman), the cognizing self 
(jananatman), the supreme self (paramatman). These 
constitute the vessel of one’s inner stream of 
consciousness (cit-kunda) into which is offered all 
aspects of one’s being in the meditation of inward 
oblation. After the tantric work Kaulavalinirnaya 


All external aids such as yantras and mantras have become like shadows. In the most 
advanced form of internal meditation, when ecstasy bordering on trance has been 
reached, even the inner yantra is regarded as obsolete, serving no spiritual purpose: 
‘The yogi engaged in samadhi cannot be controlled by yantra or mantra; he is 
beyond the power of all corporeal beings.’'® At this stage the yantra is abandoned 
and may be passed to another sadhaka or immersed in holy water. 

In the early stages of meditation the yantra was considered as a partial archetype 
of the noumenon, whereas the adept was a part of phenomenal existence. When 
the sought realization is achieved, the yantra becomes a part of phenomena 
(mundane existence) and the sadhaka an external aspect of noumena. This paradox 
of a yantra being eternally sacred (full of cosmic realities when seen from a specific 
dimension of ritual process) and profane (empty of universal truths when viewed 
Outside the ritual process) emphasizes the core-nature of the yantra symbol: it is 


purely a functional symbol in tantric liturgy, yet shielding unbounded truths, the ' 


secret forces of cosmic mystery. 


6 
Aesthetics of Yantra 


Traditional Indian art, which includes the yantra, is never considered a means to 
individual self-expression but serves as a primary focus of the spirit. The work of art 
reflects the divine archetype andis a bridge between the finite and infinity over which 
the beholder or devotee ‘travels’ into another realm of being. Such an art-form has 
its subject matter and its treatment of form from inner sources. An artist who seeks 
to plumb the mystery of creation within such a tradition acts as an exponent of a 
doctrine, a messenger who translates universal spiritual intuitions into visual terms. 
These intuitions strive for revelation, to transcend the accidental aspects of form 
and to relate themselves to archetypal analogues. This process of emergence may 
involve the transfiguration of phenomenal entities, so that their ultimate form, the 
expression of their essential qualities, bears no likeness to their outward or ‘real’ 
appearances. Indeed, produced form, according to the Indian theory of the science 
of forms (Sadanga), never exists as it appears to the physical eye but as an object 
‘known’, corresponding to a mental prototype. Hence form is never valued for its 
own sake, but only so far as it serves to provide experience of religious or 
metaphysical truth. What is sought in form is an indwelling presence, the ‘soul’ 
imprisoned in the material. 

AllIndian images are ‘symbols’ of the Supreme Principle and vary only in degree of 
abstraction. Consequently, the outer form of an image should always be perceived 
in relation to its symbol-value. The material ‘reality’ of a yantra’s form depends on 
the spiritual reality of its content; or, to put it another way, the metaphysics of 
yantra coincides with its aesthetics, in that form and content are inextricably related 
by an internal logic. f 

In certain instances, form value and symbol-value are closely congruent; that is, 
parallelism, if not identity, exists between the intrinsic nature of the shapes and their 
transcendental correspondents. Thus, for instance, in geometry the point is the 
primary principle of all figures. In the yantra, the geometry of the point is amplified 
into a metaphysical ‘truth’ in the symbolism of the bindu: the bindu, as we have seen 
earlier, is a natural symbol of the Supreme Principle just as the point is a fundamental 
principle of all shapes. Similarly, just as the point in geometry represents indivisible 
unity and the beginning of all dimension and concrete shape, the Supreme Principle 
represented by the bindu cannot be qualified in dimension because it is conceived 
of as unmanifest, and therefore cannot be circumscribed by any measure OF 
dimension, yet remains the basis of all spiritual dimension and empirical being. 

In the form-language of tantra, the triangle is the simplest planar expression of 
cosmic location after the point. It is thus the first sacred enclosure of the Siva-Sakti 
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principle. The three points of the triangle are related to certain triads of cosmic AESTHETICS OF YANTRA. 
principles: sattva, rajas and tamas; creation, preservation and dissolution. Content 

determines form with the nine circuits of the Sri Yantra that are related to the 

| ninefold division of cosmic principles; to the nine apertures of the body! (eyes, ears, 

| mouth, nostrils, genitals and anus); to the nine psychic centres (the seven chakras 

and the one below the thousand-petalled lotus and the one below the eyes); to the E 

nine names of the Devi? (Tripura, Tripuresi, Tripura-Sundan, Tripuravasini, Yellow 

Tripurasrt, Tripuramalini, Tripurasiddha, Tripuramba, Mahatripurasundar); and to 
| the nine planets and the nine divisions of time? (24 minutes — ghatika; 3 hours — 
yama; day and night — ahoratra; day of the week - vara; lunar day - tithi; fortnight — 
paksha; month — masa; season - ritu). The cosmic concepts relating to five 
principles — the five elements, for example, or the five aspects of Siva — are associated 
with the pentagon; and the sixteen lotus petals which recur in several yantras are 
made the dweiling of sixteen divinities and, as in the Sri Yantra, are associated with 
the sixteen vowels of the Sanskrit language. 

Similarly the application of colour in the yantra is purely symbolic. Colour is never 
used arbitrarily to enhance the decorative quality of a diagram, but refers to 
philosophical ideas and expresses inner states of consciousness. 

One of the most important colour-schemes is white, red and black, which 
stands for the three qualities of material nature (Prakriti): sattva, rajas and tamas. The 


sattva or ascending quality has been given the ‘colour’ of purity, white; rajas, which White 
denotes the dynamic or creative principle, is red; tamas, which is inertia or the ۷۷ 
descending force, is black. The eight regions of space also have symbolic colours. 
Similarly with the five elements: in ascending order, from gross to most subtle, The colours associated with the directions. After the 


: . : d E TIR : Mahanirvana Tantra, Chap. xiii, 90-5 
earth is yellow; water is white; fire is red; air is grey; ether is misty-smoky.* In a grid- 


square yantra, each square may be painted with a flat tone to denote one of the five 
elements. 

The aspects of the Goddess are represented by colours in accordance with her 
qualities; conferring liberation she is contemplated as white; as preserver of all, she 
is seen as red; as destroyer she is tawny; conferring bliss she is rose-coloured; as 
bestower of wealth and good fortunes she is saffron-yellow. Coloured black, she 
withdraws the entire world into herself. Black is seen as containing all the colours, 
hence Kali is represented as dark-hued, as ‘white and other colours disappear into 
black in the same way as all beings enter 5 

Traditionally, the particular goal of the yantra worship may decide the colouring 
used for the yantra, though not all texts prescribe the same colour symbolism. 

Yellow (pita) and vermilion (rakta) are the two basic auspicious colours. For 
temporary worship, yantras are drawn with saffron, a red powder (kum kum) or Ra 
sandalwood paste. Brown, tawny colours or dark blue may be used for ‘negative’ 
yantras. 

Yantras are often made of rock crystal, since within its translucent brilliance are 
latent all the colours of the spectrum. Gold, a vibration between saturated yellow 
and brilliant light, represents transcendence, and is used in some yantras for the 
bindu to indicate the experience of Light, or spiritual Bliss. 


Generally speaking, then, the aesthetics of yantra would be meaningless if 
content and expression were separated. The yantra for meditation, both in its 
structure and use of colour, is not a haphazard conglomeration of percept and 
concept. It is directed by a philosophical content which expands and multiplies its 
forms. Whether the figures of the yantra appear singly or as parts of a more complex 
structure they never lose their intrinsic meanings or their symbol-value. 


The construction of the power-diagram 


The symmetry that permeates creation as a norm is fundamental to the 
construction of the yantra. Leaves of plants do not grow out of tune with nature's 
laws, and the yantra similarly evolves in accordance with traditional rules and in an 
orderly and harmonious mathematical progression. The three principal modes of 
evolution are the emergent, which is straight and symmetrical (riju); the curved and 
symmetrical (susama); and the quasi-symmetrical or eccentric (visama).* The root 
principle of this mathematical descent from the bindu to the unified and orderly 
periphery is called ardhamatra (from the Sanskrit root, rdh=to grow, 
matra = measure), or the measure that is not static but grows and evolves in 
accordance with the laws of harmony and rhythm. 

From the source, the bindu, derives the expanding line, seen as the continuum 
(nada); from nada originate magnitude and dimension (parimeya); from parimeya 
arise the symbiotic opposites (plus-minus, male-female), centrifugal and centripetal 
polarities and the order of numbers (samkhya). Number provides harmony and 
stability, integration and unity. Thus the number 3 gives specific location to 
magnitude and becomes a triangle, 4 a square, 5 a pentagon, 6 a hexagon, etc. As we 
have seen, these numbers are not simply sums of integers, but have specific 
symbolic relationships with philosophical ideas. 

This integral relationship of form and content also operates in reverse. If the 
structure of the yantra is imperfect, that is, if the balance of the outer form is 
distorted or if even a single line or Symbol is eliminated, then the content and 
symbolic significance will be abolished simultaneously. Moreover, according to this 
principle, the maker of a deformed yantra (as well as the one who worships it) will 
suffer a cognate distortion of the archetypal image within his psyche. Any 
disregarded error in the making of the symbol will lead to a psychic disequilibrium in 
the sadhaka and destroy his sadhana. To avoid error, the yantra is executed with 
extreme care following traditional prescriptions to the minutest detail. No 
corrections are ever possible. If an error is made, the yantra is immersed in holy 
water and a new one is begun. 

The yantra-siddhais (sages to whom the powers of the yantra have been revealed) 
declare that if a yantra fails to become ‘active’ the fault lies with the person using the 
yantra and never with the yantra itself, for the power-diagram is never tentative or 
arbitrary, but is based on laws of Space, vibration, number and dynamics. 

The greatest of all yantras, the Sr Yantra, devoted to the worship of the Goddess, 
15 2 visual masterpiece of abstraction, flawless in its proportions and symmetry. The 


B 
H 
i 
| 
a 
| 
1 


hapes, based on mathematical 
anskrit treatise on mathematics, the 


/ ۷ 
AVA 


The traditional method of drawing the Sri Yantra, in i 
evolution mode (sristi-krama), as outlined by the sag 
Lakshmidhara in the tantric text, the Saundaryalah, 
(8th century) 
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technique" of its construction is outlined in a number of texts, and is a unique and 
complete rite. Lakshmidhara, the commentator of Saundaryalahari, a collection of 
devotional hymns dedicated to the Goddess, outlines two principal methods of 
construction: one, used by the ‘right-hand’ path tantrikas, is the order of evolution 
(sristi-krama) in which the yantra is constructed in geometrical progression from 
bindu outwards; the other, the order used by the ‘left-hand’ path tantrikas, is the 
order of dissolution (laya-krama), in which construction is from the circle moving 
inwards. 

In traditional Indian art, the process of creation falls into a pattern similar to 
worship. Coomaraswamy,® quoting several Sankskrit sources, describes the various 
disciplines which an artist has to undergo. As the first step in the ritual which 
precedes creation of a sculpted image, for example, he goes to a solitary place. There 
he must discipline his impulses, control his physical and mental processes and 
suppress the chaotic world of the subconscious through penetrating concentration. 
Sometimes, to reach the inner depths of his consciousness, 'the imager, on the night 
before beginning his work and after ceremonial purification, is instructed to pray: O 
thou Lord, teach me in dreams how to carry out the work | have in mind’? After the 
artist has reached an 'inner poise and moral grace', and integrated himself 
emotionally and spiritually, he evokes the deity by the means of dhyana (trance) 
mantras, which provide hirn with a sort of mental blueprint for the execution of the 
image. After the work is completed a priest consecrates the image in a rite called the 
'opening of the eye' which endows it with sacred power. This procedure emphasizes 
how far such artistic expression is from being an ‘aesthetic’ exercise. At no point in 
the whole discipline is the 'artist separated from his art; and in the activity of 
creation, he annihilates all trace of his individuality and selfhood. The shapes and 
forms he creates reveal to him the macrocosmos as it exists within himself. In this 
sense the created object ‘prepares’ its maker for a spiritual return to his primordial 
source. 


Similarly, the construction of a yantra is a complete rite to be followed 
meticulously. Care is taken to choose the most propitious place and time of the day. 
The surface to which it is applied must bear auspicious signs and be smooth. The 
drawing, however, may be perfect in its proportions, correct in its brushwork, and 
faultless in its colourings, it may be scrupulously drawn according to all the rules of 
linear formation set out in the shastras (texts), and yet may fail to reflect the true 
significance of the yantra, unless the maker can transmit to the figure his inner life-tie 
with cosmic forces. Until he can ‘feel’ the nature and substance of the cosmic bond 
in the deeper layers of his psyche, until he is able to impart the reality which he has 
intuited andis himself a part of, the yantra he draws will fail to reflect its participation 
in the transcendent. The maker pours forth an ‘intensity for which there is no word’. 
He must feel the very nature of the energy to be transmitted to the yantra, affecting 
all who view it. 

This type of creation has obviously no room for ‘art for 5 sake’. Indeed, this 
‘metaphysical aesthetics’ holds that someone who views a yantra in its original 
environment, whether a temple ora humble house, can know it and comprehend its 


inner meaning better than the person who views it in the artificial setting of a 
museum or gallery. The yantra exteriorizes a universal intuition, and is experienced 
through stages, beginning with worship and ending in reintegration. 


Icon and yantra 


The inseparability of form and content is only one aspect of the aesthetics of the 
yantra. Another concerns the radical abstraction of its symbolic forms, in contrast to 
the ‘realism’ of iconographic art. An example is the iconographic image of the tantric 
goddess Durga, as described in the 'Devi-Mahatmya' of the Markandeya Purana, as 
opposed to her yantra form prescribed in the tantric texts, an extremely bold 
contrast in expression. 

In her iconographic form, Durga is described as having emerged from the energies 
of Vishnu, Siva and all the gods who sent forth their power in the form of streams of 
flames, combining themselves into a mass of cloud which grew and grew until it 
condensed into the shape of the goddess. The verses of the Devi-Mahatmaya 
describe the formation of her physical body and her iconographical attributes: 


Born out of the bodies of all the Gods, that unique effulgence, combined into a mass of 
light, took the form of a woman, pervading the triple worlds with its lustre. 

In that effulgence, the light of Siva formed the face. The tresses were formed from the 
light of Yama and the arms from the light of Vishnu. 

The two breasts were formed from the moon’s light, the waist from the light of Indra, 
the legs and thighs from the light of Varuna and the hips from the light of the earth. 

The feet from the light of Brahma and the toes from the sun's light. The fingers of the 
hand from the light of the Vasus and the nose from the light of Kuvera. 

The teeth were formed from the light of Prajapati, the lord of beings; likewise, the triad 
of her eyes was born from the light of fire. 

The eyebrows from the two Sandhyas; the ears from the light of the wind. From the 
light of other gods as well, the auspicious goddess was ۰ 


Projecting an overwhelming omnipotence, the three-eyed goddess adorned with 
the crescent moon emerged with her eighteen arms each holding auspicious 
weapons and emblems, jewels and ornaments, garments and utensils, garlands and 
rosaries of beads, all offered by individual gods. With her pulsating body of golden 
colour, shining with the splendour of a thousand suns, standing erect on her lion- 
vehicle (vahana) and displaying her triumph over the dark forces, she is one of the 
most spectacular of all iconic personifications of cosmic energy. 

In contrast, Durga’s yantra form is described in the Tantrasara!! as a composition 
of three triangles forming nine angles surrounded by three circles, with an eight- 
petalled lotus enclosed by a square with four gates, and the Goddess's seed 
mantra in the centre. The yantra forms a linear field of energy, without any likeness 
(amürta) to the concrete image (mūrti) of Durga. The magnificent conception of 
Durga, with all her complex iconographic attributes, has been resolved into a simple 
geometrical equation retaining the vitality and life-force of all her auspicious 
personifications. 
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70 Ekalingatobhadra Yantra, an example of a yantra of Siva with liñga-yoni emblem (in the 
centre) illustrating the cosmic wholeness of the male and female principles. Benares, hand-blocked 
colours, contemporary image based on traditional forms 


71 Diagram of a Vedic fire altar (1500 BC), whose symbolic 
grid-square form has survived in the yantra diagrams of 
later periods 


y be used in the worship of any deity. The main deity 
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72 Sarvatobhadra Yantra, which ma 
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73 Varuna Mandala. The deity of cosmic order is also ‘Lord of Waters’, invoked in the ceremonial 
jar which is placed in the centre of the yantra. The emblems of the deities and regents of space 
guard the yantra's sacred enclosures. Benares, hand-blocked colours, contemporary image based 
on traditional forms 


-yoni emblems symbolizing the unity 
lours, contemporary image based on 


74 Astalingatobhadra Yantra, a yantra of Siva with eight linga 


of the cosmic male-female polarity. Benares, hand-blocked col 
traditional forms 


The overwhelming appeal to the senses and arousal of emotions of fear or AESTHETICS OF YANTRA 
j reassurance characteristic of the icon are not the purpose of the yantra, whose 
abstraction and serene equilibrium take the viewer beyond the partial aspects of the 
deity to the universal. Further, the yantra, unlike the icon, is universal in the sense 
that it is not subject to geographical or historical variations of style, but has 
maintained a common tradition throughout India. 

Visually, the yantra has more in common with Indian temple architecture than 
with icons of the deity, as we shall see in Chapter 7. Echoing the yantra, the main 
image of the divinity of the temple is placed in the inner sanctuary which is 
surrounded by enclosures adorned with figures of secondary divinities, and the inner 
space of a temple, like the yantra, is so arranged that the devotee has to cross a 
series of sacred enclosures in order to reach the most sacred centre. Temple and the 
} devotional yantra each create a total ‘universe-pattern’, combining in its multiplicity 
and hierarchy all levels and aspects of existence. 

Each deity may be apprehended by the sadhaka for meditation or worship in any 
or all of the following forms: as a murti (icon); as a yantra (aniconic geometrical 
equation); as a mantra (esoteric sound-syllable); as a bija-mantra (an atomic 
monosyllable). The icon is the grossest manifestation of the devata; the yantra is the 
geometrical counterpart of the icon; and the mantra condenses the aesthetic 
potentiality of form as sound. In this sequence from gross to subtle, the yantra forms 
alink between form and formlessness, visible and invisible energy. The abstraction of 
the yantra is a first major step towards the resolution of dense materiality into its 
subtlest transformation, the monosyllabic mantra. We have seen earlier (Chapter 2) 
that yantra and mantra form a continuous dialectic. Hence the aesthetic of yantra 
should never be considered as divorced from its sound dynamics. 

Concrete and abstract images offer alternatives to the worshipper according to 
his devotional needs and temperament. The cult-bound devotee may concentrate 
on the divinity in concrete form, where a highly advanced adept may use only 
mantra and yantra. Yet icon and yantra should not be seen as separate entities; they 
are two ways of apprehending the Supreme Principle, two sparks of the same fire. 


Traditional abstract Indian art 


Abstraction and simplicity as compared with representational and decorative art 
styles are believed by some to be alien to Indian art, yet the most significant 
characteristic of the yantra is its geometrical elegance and purity of archetypal form. 
The art of yantra is akin to the art of the Zen painters who seek to convey the whole 
mystery of creation in a few brush strokes, eliminating all detail and condensing 
form to its root essence. 

Geometrical abstraction of forms has a long history in India. It can be traced back 
as far as Vedic times (second millennium BC) to a variety of carefully constructed fire 
altars whose symbolic form parallels that of yantras. Literary evidence shows that art, 71 
in the Vedic period, had reached a high level of symbolic expression. As Vedic 

| religion was one of non-anthropomorphic nature worship, icons and temples were 


absent. Consequently the place where the sacred rites were held was marked only b 
a sacred enclosure, the container of the ever-burning ritual fire, symbolically the 
point where heaven and earth met. 

The Vedic altars were given simple shapes. Their plans range from circular and 
square to combined geometrical figures, and were purely abstract in their genesis as 
well as in their final form. Of celestial significance, the square is the fundamental 
shape of Vedic altars, as with the Ahvaniya fire, the Uttara Vedi, the Ukha; all the 
other shapes are either based on or derived from it. The altar represented the 
material elements of the cosmic being (Purusha). Its bricks were laid pointing 
towards the cardinal directions to symbolize the vast extension of the universe; its 
heart was the place where the ritual fires were kindled. The altar combined the 
symbolic features of the deity, i.e. fire, and the sacrificial rites, linked together by the 
sacred plinth. Fire was the axis mundi that united the heavens and earth, and the 
altar symbolically represented the pillar that held the four regions (E W N S) 
together: ‘Upon the back of Aditi | lay thee [altar], the sky’s supporter, Pillar of the 
Quarters."'? Fire ruled over the three zones of the cosmos (earth, air, sky), and the 
altar’s construction embodied this principle: three of its five layers were arranged to 
represent the three levels of the Vedic cosmos. 

Many yantras used for ritual worship have retained archaic characteristics of 
these Vedic altars, though wide variation in detail was introduced as they came 
under the influence of tantrism. Altar-plan and yantra equally have strong cosmic 
affinities and are executed according to mathematical principles without any vestige 
of ornamentation. 


Centrality and ^wholeness' 


Despite its varieties the yantra's form retains its mathematical perfection. The 
extension of the bindu into line suggesting direction, motion and energy, continuing 
with regular expansion of linear shapes creates geometric patterns of increasing 
complexity. The yantra emerges as a perfect ‘hologram’, a figure of inner coherence 
and unity. A line can be divided to give smaller units without assuming wholeness or 
organic unity of composition. But when a point is placed in the centre of a given 
composition (as in a yantra), its spatial values begin to relate to the centre and all its 
parts are transfigured into a whole. Though all the concentric figures in the yantra 
are ‘closed’ shapes and form integral units in themselves, their inner balance is 
maintained, even where strongly contrasting shapes are related. No matter how it is 
arranged, a yantra's centre integrates all linear flow. 

The cosmos is conceived as ‘holon’ (a perfect whole) or a ‘closed universe’ in 
which all elements of life are constantly recomposed at the end of cosmic cycles. 
Thus all manifestation within this closed universe is balanced by an eternal 
immutable reality, the indivisible centre. A yantra is thus a geometrical paradigm of 


a holon, and a mystical construct of the universe in which all polarities are 
harmoniously united. 


Smar-hara Yantra (detail), the ‘remover oí desire’. The 
circle is the latent Kundalini Sakti, which when aroused 
can penetrate beyond the successive planes of 
inwardness illustrated by the five male and female 
triangles which correspond to the five psychic sheaths 
that envelop the innermost self 
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ranga-cit. Vedic fire altar in a form of a magical triangle, 
ated. with rites for gaining strength and supremacy 


Plan and elevation of the Dharmaraja-ratha at 
Mahabalipuram, illustrating the centred, three-tier 
yantra-like construction 


7 
Architectural Yantras 


In Hindu tradition, temples are considered as the abode and bodies of gods. Though 
the earliest Hindu shrines and temples were small and simple structures, with the 
passage of time temples grew more varied and complex in plan and elevation, 
gradually including a variety of subsidiary structures within their compounds. The 
exterior walls of the temples are richly overlaid with carvings and sculptures, a 
teeming assembly of male and female figures, animal, vegetable and floral forms, 
mythic images of gods and goddesses, divine and semi-divine beings - all 
representing the entire panorama of the life of nature. In contrast, the innermost 
cella, the womb-chamber (Garbhagriha), lies hidden among the folds of the massive 
outer walls, reached through a series of ceremonial halls and stairways, whose walls 
and ceilings are covered with paintings or lined with icons installed in niches. These 
halls lead gradually up from ground-level, the mundane, to the highest regions of the 
spiritual, opening finally on to the dark, relatively small Garbhagriha, where an image 
or emblem of the temple's tutelar deity resides. The Garbhagriha represents the 
culmination of the individual's search and is the sanctum sanctorum of the temple. It 
lies directly beneath the temple’s spire. 

Whether humble sanctuaries or complex temple compounds, all Hindu temples 
have been built on the scheme of the ritual diagrams, yantras and mandalas. These 
yantras are of a specific type, different from those used for personal ritual worship 
and meditation. 

Architectural yantras are not ground-plans for temples but schematize the 
principles on which the sacred precincts of the temples are constructed. The 
dimensions and measurements of temple architecture are specified in early 
architectural manuals that also prescribe rituals to accompany the laying-down of a 
building’s basic plan. 


The Vastu-Purusha Mandala 


Most manuals! stipulate that the ground-plan of every Hindu temple must conform 
to a simple graph, similar to a yantra, called the Vastu-Purusha Mandala, which was 
also the model for early towns. This diagram is basically an imprint of the ordered 
cosmos and reveals the form assumed by the Universal Purusha as a mandala in the 
phenomenal world (Vastu=bodily existence or site; Purusha= Supreme Principle 
Or source of the cosmos; mandala=closed polygonal figure). The precise 
Proportions of the Vastu-Purusha Mandala are not of importance since it is never an 
exact blueprint of the temple but a ‘prognostication’ or ‘forecast’ within which a wide 


range of possibilities of temple architecture is implied. The ritual diagram is an 
'ideogram', while the temple is a materialization of the concepts it embodies. 

The Vastu-Purusha Mandala is basically a square of squares but it can be 
converted into other primal shapes. The simplest arrangement consists of 64 (8 x 8) 
or 81 (9 x 9) squares, in which the nuclear central zone of 4 or 9 divisions is dedicated 
to the principal deity, Brahma. Other, more highly complex, types can be elaborated 
by gnomic progression into 1,024 squares. When the mandala is used architecturally 
its central zone locates the temple's womb-chamber. Around the nucleus, 12 
squares are designated as seats of divinities, with specific reference to the 8 
directions of space. These are surrounded by another 32 divinities associated with 
celestial bodies (28 lunar and 4 that preside over solsticial and equinoctial points). 

Thus this simple graph-like diagram not only represents the energies of the 
directions of the compass but has astronomical connotations, providing a chart of 
cyclical revolution, of day, month, year, etc. These mandalas, of which Hindu 
manuals of architecture provide thirty-two variations, are the earliest type of 
architectural yantras, contributing substantially to the rhythms, designs and 
conceptual basis of the Hindu temple. 

South Indian architectural yantras are generally constructed to reflect a different 
cosmic order. Three concentric squares create a hierarchy: the innermost is 
assigned to the Universal Being, the middle square is the sphere of gods, the outer 
square the terrestial region. Beyond the outer square are the creatures of the, 
netherworlds. The Sthandila Mandala of South India, however, resembles North 
Indian architectural yantras, being generally a composition of 49 squares. 

Though architectural yantras are highly symbolic mathematical constructs they 
nevertheless provide certain practical indications. The Vastu-Purusha Mandala sets 
out the position of the devata images in a temple, while its use in planning a town 
prescribes the town’s orientation and the sites where temples are to be constructed. 
Before a temple is built, the ground is levelled, purified and consecrated, and the 
Vastu-Purusha Mandala is ritually drawn on the site. Thus ‘the building draws its 
power from the Vastu-Purusha [Supreme Principle] who lives at its base and 
converts, by his presence, the plan of existence [Vastu Mandala] into the shape of 
the Purusha, in whose likeness the temple is set up’.3 


Sakti and Yogini Yantras 


Tantrism puts great emphasis on the use of yantras in temple architecture, especially 
for the construction of temples devoted to Sakti worship. Not only was the 
architectural yantra used as the basic inspiration for the plan and elevation of the 
temple, but yantras were actually incorporated into the fabric of the building. 
Yantras were, for example, laid into the foundation of the Garbhagriha and into 
Important angles of the temples. Yantras also influenced the composition of the 
humerous sculptural images adorning the outer and inner temple walls (see below). 

A recently discovered tantric manuscript from Orissa (Silpa-Prakasa, 9th—12th 
centuries) has thrown light on the distinctive features of the specifically ‘left-hand’ 
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Four types of Vastu-Purusha Mandala. The centre is the 
seat of the principal deity, with auxiliary deities 
extending to the outer borders 


Sthandila, Mandala, an architectural yantra for South 
Indian temples, based on the divisions oí the grid 
square 


Yogint Yantra, for tantric shrines devoted to Sakti 
worship, after the Silpa-Prakasa (top), and the Varahi 
Temple (above), where the Yogini Yantra is laid in t 
foundation of the womb-chamber (A) C cd 


tantric Sakti temples and their architectural planning rituals. According to this 
manual, at the appropriate site a peg is placed in the ground, symbolizing the central 
axis of the universe and called 'the womb of the yantra' (yantra-garbha). A circle is 
drawn around the peg and ten cardinal points are marked off relating to the regions 
of space (the eight directions, the nadir and zenith), to each of which is assigned a 
specific divinity. These ten points determine the entire plan of the temple. The 
construction from the centre outwards parallels the construction of yantras for 
worship and meditation,’ and the peg is analogous to the bindu. 

The principal architectural yantra of Devi (Goddess) temples, as prescribed by the 
Silpa-Prakasa, is rectangular, as opposed to the square of the Vastu-Purusha 
Mandala. Whereas the square is a static form, with four fixed points, the rectangle of 
the Devi temples symbolizes the rhythmic continuity of the creative play of Sakti, 
and her invincible power over life and nature. The Yogini Yantra, which is meant to 
be installed in Sakti temples, does not dictate the plan of the temple but reinforces 
the pre-eminence of Devr's power in a ritual during the construction of the temple. 
The Yogini Yantra is drawn on the base of the womb-chamber, and then 
consecrated and worshipped by the priest. After these preliminary rites, it is covered 
over and laid into the foundations of the innermost sanctuary. The symbolic 
meaning of the Yogini Yantra is as complex as that of the Vastu-Purusha Mandala, 
incorporating various elements of the tantric conception of the cosmos. Three 
points on the median line running north to south denote the threefold 
manifestations of Sakti exhibited through her threefold tendencies: sattva, rajas, 
tamas (purity or intelligence, energy, mass or inertia). Three rajas-triangles indicate 
dynamic activity behind creation, balancing the opposing forces: the ascending 
tendency, the two sattva-triangles at the top, the descending tendency, the two 
tamas-triangles at the bottom. The seven triangles stand for the attributes of the Devi, 
who is the primary source of all creation. 

In the outer points of each triangle, a cluster of 64 goddesses, known as the sixty- 
four yoginis, are invoked. These divinities represent the rhythmic cycle of day and 
night which is divided into 30 parts (muhürtas) — 15 for day and 15 for night. Each 
muhürta is presided over by two of these yoginis, with two yoginis each for dawn and 
twilight. The Yoginî Yantra is installed in the Varahi Temple (c. 12th century) in 
Caurasi, Orissa, where esoteric practices such as sexo-yogic rites, virgin worship, 
etc, were practised by the ‘left-hand’ tantrikas (Kulacharas). 

The use of yantras in tantric shrines dedicated to Sakti extends beyond 
Prescription for the plan and preliminary rites. The esoteric aspect of the left-hand 
doctrine is vividly illustrated in the imagery of the Kamakala Yantra. This yantra, 
considered exceedingly potent, is either a square or rectangle, and has the Siva 
emblem of the linga rising from the centre of the base line, around which there are 
sixteen yoni triangles, each presided over by a Sakti. Above the linga is a dot whichis 
the abode of the Supreme Sakti, Maha-Kamakalesvari. This yantra is considered 
necessary for every temple devoted to Sakti and Siva, warding off any obstacle that 
may hinder the sadhana of the worshippers in the temple. In addition, the Kamakala 
Yantra has an esoteric meaning, and was always to be concealed under the mithuna 


(amorous couple) images installed in the temple. This yantra expressed the 
quintessential philosophy of the left-hand practitioners, who believe that 'Desire is | 
the root of the universe. From desire all beings are born. Primordial matter | 
(Mülabhüta) and all beings are reabsorbed again through desire, so the text | 
concludes that a place without love-images (kamakala) is a ‘place to be shunned’, 

It has been mentioned above that in tantric temples yantras were applied to | 
regulate the design and creation of the sculptures adorning temple walls. Such 
'compositional yantras' are not used for meditation or worship but to provide an 
abstract framework, based on mathematical proportions, which determines certain 
fundamental compositional principles for the execution of sculptures of devatas 
suchas the ten Mahavidyas, and especially for the presiding deities of tantric shrines, 
The basic schemes of the compositional yantras may be a grid of vertical, horizontal 


Bhairava Yantra, a compositional yantra of Siva (leit) and à f ۹ , EIU 3 
icon of Siva superimposed (right). After the Silpa-Prakasa and oblique lines, with a central focus. It is on the basis of the line divisions of these 


yantras that the whole sculptural image is built up. Each type of yantra matches an 
image of a particular deity. We may infer the immense role yantras have played in 
tantric temple art. 


The Surya Pancabja Mandala and Navagraha Yantra 


A particularly fine example of a temple based on and incorporating yantras is the 
magnificent Surya Temple in Konarak near Bhuvanesvar in Orissa. This was built 
about AD 1240-80 in honour of Surya, the Sun God, source of all light, spiritual and 
earthly. Recent research” has shown that yantras were embedded in the pedestal of 
the presiding Surya image. The temple had two principal structures: a high tower 
(Vimana), now in ruins, in which the cult image of Sürya was placed, and a step- 
pyramidal assembly hall (Jagamohana) that led into the inner chamber of the 
sanctuary. The manner of construction of the yantra underlying the shrine, the 
Surya Pancabja (=5 lotuses) Mandala, and of worshipping its various devatas, is 
explained in a tantric manual: 


This Sauraparicabja Mandala is greatly loved by Surya; it is made for the worship of Surya 
together with four other devatas. For this yantra a square has to be made with divisions and 
subdivisions, so that the whole field is divided into twenty-five parts. 

By tracing two diagonals the centre-point is found. Around the centre, a circle with 
eight sectors has to be drawn not exceeding the size of the central division. 

The lotus in the centre is eight-petalled; in the corners are twelve-petalled lotuses. ۰ 

In the centre of this yantra is a bindu, and a hexagram inside the circle with an eight- 
petalled lotus. 

On the south side Ganesa and Rudra, on the north side Ambikà and Vishnu, are to be 
worshipped [on the small lotuses]. Then, leaving a half-part of the outer square, a square is 
made with a karnika [ear] in each of the corners. In those karnikas three bindus are to be 


made. Two are on the sides and one in the centre. On these three bindus the Surya Saktis 
are worshipped. 


In the Agni [south-east] corner Dipta, Süksma and Jaya; in the Nairrtya [south-west] 


aktis, Chaya (left) and Maya (right). corner Vijaja, Bhadra and Usma. In the Vayu [north-west] corner Tiksna, Vega and 
are imbedded below the cult image of Pracanda; in the léana [north-east] corner Tapini, Svarnarnsu and Akskarika. 
۱ Temple at Orissa. Alter the These have to be worshipped with seed mantra Hrim, with flowers, perfume and rice | 


text on architecture they have to be worshipped 


Ground-plan of the Sürya Temple at Konarak showing the Three architectural yantras underlying the Maha Gāya 
yantras underlying the womb-chamber (top, Surya Pancabja Saktis of the Sun God, Surya. The circular yantra ISP 
Mandala) and ceremonial hall (Maha Sürya Yantra). Alter the presides over morning devotions. She is the symbol of li 
Mandala Sarvasva yantra represents the goddess Savitri, Sakti of mid-day 
consuming fire of dissolution. The rectangular yantra is | 
presides over the twilight hours, is worshipped ii 
and preservation of the universe. After the Tr 


Again, in the second half of the square, the corners are to be left as they are, and one 
section by their side. 

The Dikpalas [deities of the regents of space] have to be worshipped. On all four sides 
the bhGpura [outermost periphery] has projecting parts like portals. The Dikpalas are 
worshipped with their mantras in their proper places. Only by the side of the front Brahma 
and Ananta have also to be worshipped. 

Surya puja is done in the centre with [Surya's Saktis] Chaya and Maya. 

The Smartas [Brahmins] worship the five Devatas on this place. 

Hrim bija [seed sound! is for Surya, Kim bija for Vishnu, Gum for Ganesa, $ 
Ambika. Rudra is worshipped with the Rudra-mantra by the Smartas. 


B ad 


When a hall is built for a sacrifice [yajna] to Surya it is to be built according to this 
yantra, including all the four circles, with an altar [vedika] in the centre.? 

The central axis of the temple as it was built coincides exactly with the centre of 
the yantra laid into its foundations, and an imaginary line drawn vertically upwards 
from the centre of the yantra would strike the apex of the monument. Similarly, the 
four small lotuses in the four corners of the mandala correspond to the four pillars 
that still support the roof of the temple. 

Adjacent to the main temple, a structure used as a ceremonial hall (Nat-Mandir) 
is based on the Yantra of the Nine Planets (Navagraha Yantra). As Surya is the Lord of 
Planets, his worship is always accompanied by the worship of celestial bodies and 
their revolutions. The yantra is a square grid of nine units, each compartment 
presided over by a planetary divinity, with Surya’s place at the centre of the yantra. 
The Nat-Mandiris an architectural replica of the yantra, with the raised podium of its 
ceremonial hall divided into nine equal square compartments. The nine divisions are 
created by sixteen massive pillars, each of which stands at the corner of one or more 
squares. The Nat-Mandir was used for daily rites during which a portable image of 
Sürya was placed in the centre of the platform, corresponding to the place assigned 
to Surya in the yantra, and worshipped at dawn when the rays of the rising sun fell 
upon it. 


Stone mandala 


The relationship of yantra and architecture is especially close in monuments which 
may be called ‘mandalas in stone’. A striking example is the Buddhist Barabadur 
Stupa (Bth century AD) in Indonesia, which rises like a terraced mountain with nine 
levels corresponding to the nine circuits of the Sm Yantra. Built on a square 
foundation, with four doorways and five walled-in terraces, it has three circular 
structures with innumerable images of the Buddha. Finally, the ninth level is 
crowned with a terminal stupa which is the realm of the Supreme Buddha. 

The Sri Yantra itself is essentially three-dimensional, like a terraced mountain, and 
both yantra and stupa represent the cosmological scheme of the mythical ‘world- 
mountain’, Mount Meru. As Paul Mus? has demonstrated in his study of Barabadur, 
the internal design of the temple can best be understood through a description of 
the Sr Yantra. 

The Barabadur Stupa like the yantra is conceived as a place of spiritual pilgrimage. 
In the stupa the journey starts at one of the four doorways, and continues through 
the lowest galleries, which illustrate in relief scenes from the Buddha legends 
representing the world of desire and illusion. As the pilgrim moves in a spiral to the 
upper terraces which open out to the sky, the Buddha images become more and 
more abstract - a change which represents the transition from the world of matter 
to the world of the spirit. It parallels the sadhaka's journey from the material to the 
Spiritual during meditation on the $rr Yantra. Movement from the lower, outermost 


levels to the centre, the summit/bindu, is to be translated from the world of matter 
to the world beyond thought. 


P 00 


Ground-plan of the Nat-Mandir in Konarak (left), 
corresponding to the divisions of the Yantra of the Nine 
Planets, or Navagraha (right). The symbols oi the yantra 
are: square = Venus; bow = Mercury; snake = Ketu; 
triangle = Mars; lotus = the Sun, at the centre; sword 
= Rahu; crescent = the moon; circle = Jupiter; man 
= Saturn. After the Mandala Sarvasva 


vation of the Barabadur Stupa, 
of the Srî Yantra 


75, 76 Every step brings the sadhaka nearer to the spiritual goal. The nine ascending 

levels of a pyramidal brick structure in an ancient shrine in West Bengal ) 15th century) 
have at their summit the sacred seat (pitha-sthana) of the goddess, This imagery resembles 
stupa architecture (opposite) and the pyramidal form of the Šrī Yantra (left), each used for 
the journey of meditation from the material level of the base to the spiritual level of the / E C 
bindu/summit. Rajasthan, 19th century. Bronze CLA 


77-80 Yantras for meditation. Each graphic sha 
are the gates of one’s consciousness; the lotus 
stages of spiritual ascent; and the bindu, one's 


pe can be seen as a psychological schema: the outer gates 
petals, spiritual enfoldment; the inner geometrical figures, the 
innermost self. Nepal, c. 1761. Gouache on paper 


epal, c. 1761. Gouache on paper 
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with auspicious symbols. 
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81 Guhya-Kali Yantra, used for meditation: the power-diagram of one of the nine esoteric aspects of Kalt, 
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Manju-Ghosha Yantra which increases the talent for 
oratory and gives divine power. After the Tantrasara 


82 Occult yantras. The Agni Yantra (centre) is devoted 

to the Fire God (Agni) who devours ritual offerings, and 

is a symbol of the power through which man 

transcends the forces of nature, Top, from left to | right, 

are diagrams for tantric magical rites to paralyse one's 1 

enemy, subjugate one's family, to enchant, and to 

bestow luck. Bottom, from left to right, are yantras to 

bring another under one's control, to ensure progeny, 

to entice one’ s husband, to paralyse another, and to x 
ihi 


contemporary images of traditional forms. Ink and 
colour on paper 


—_ 


8 
Occult Yantras 


Yantras concerned with magic formulae, divination and propitiation rites form a 
small but significant group among tantric mystic figures. Tantrism, a synthesis of 
many diverse elements, has assimilated during its history the entire corpus of yogic 
disciplines, along with its occult practices, magico-propitiatory and magico-defensive 
rites. Yogic seid enables the yogi to tap hidden psychic sources in order to 
achieve mastery over nature. It is traditionally held that he could, for instance, 
increase and decrease in size, or become light or heavy; that he could cover vast 
distances at will, leave his body to travel space faster than the speed of light, 
call up the dead, enter the bodies of men, women, animals , and return again to his 
own body. 5o subtle are claimed to be the senses developed by the yogi that he 
could gain knowledge of distant worlds without ever visiting them. 

Among the most conspicuous sources of this esoteric occultism were tantric- 
yogic cults like that of the Natha Saints, which originated in India around the seventh 
century AD. The Natha cults combined a spiritual mysticism with paranormal 
practices such as multiplication of the body at will, resurrection from the dead, aerial 
visits and so on. Tradition has it that they achieved alchemical and healing powers 
by asana (yogic postures), breathing techniques and ascetic disciplines. 

Esoteric occultism also employed various non-physical aids such as graphic 
figures (yantras) and mystic chants (mantras), which take their inspiration from 
autochthonous spirituality. Hindu occultism can be traced to the Atharva Veda 
(c. 1000 BC), which preserves the early, non-Aryan traditions of India and was the 
ancient magical-propitiatory formulary. 

In general, the whole theory of magical rites rests on the belief that there is an 
all-pervading, somatic, magic potency which can be transformed or divinized by 
means of spells, incantations and charms. The Atharva Veda indicates two types of 
cultic formula: the first, benign, is called 'atharvan' after the sage from whom the 
Veda derives its name; the second, malefic, is named ‘angiris’, after another sage. 
Some scholars trace the ambivalence of the ‘six rites’ described below to this source. 

The occult yantra is distinguished from all other kinds of power diagram by its 
practical application and utilitarian ends. The primary purpose is to gain control over 
the forces of nature, for positive or negative ends, but mainly for the attainment of 
worldly rather that spiritual goals, especially those not easily attainable by secular or 
religious effort. As practical magic, occult yantras have played an important role in 
Indian rural life, and remain a living tradition. 

The practices associated with occult yantras are kept a closely guarded secret 
and their knowledge is confined to priests and teachers, especially in village 
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communities. Despite this secrecy, which has resisted the dissemination of yantras 
as ‘art’, many of the diagrams are widely known. A number are illustrated and 
discussed in the Tantras and other texts. Square or oval thin metal plates, of gold, 
silver or copper, are often engraved or embossed with esoteric diagrams and 
mantras, and similar diagrams are inscribed on pieces of paper which may be rolled 
and carried as amulets. : 

Some occult yantras are linear enclosures with the trident of 5iva at their angles, 
Line in the yantra is generally employed to create absolute symmetry and a total 
organization of space. However there is another type of yantra, usually occult, in 
which soaring trajectories are created by the eccentric movement of linear impulses 
in space. Line (riju-rekha) is the product of ‘cosmic stress’ and implies movement, 
flux and growth. Most traditionally, these yantras appear as a spiral around an 
invisible source, and are therefore to be associated with coiled Kundalini Sakti, the 
energy of the subtle body. Others form eddies or curves, tracing wandering paths, or 
areintersecting ovoids, dissolving into space, mapping, as it were, the cosmic secrets, 

The occult figures are not stereotypes but within the tradition vary endlessly. 
Each enclosure is a magical field in which power is circumscribed, controlled and 
used for occult proficiency. Each shape is a means to communicate with 
supernatural forces that work between heaven and earth. The forms and functions 
of the signs and diagrams are as many and individual as the human needs and 
purposes that they are intended to fulfil; and it is claimed that there is no wish that a 
yantra cannot satisfy. They are used for preventive medicine, as good luck charms, 
for exorcism, to ward off calamities, to gain wealth or learning, to enhance bodily 
charms, to restore alienated affection, to ensure conception or the birth of a son, to 
secure harmony and influence in the community, and so on. 

The Saundaryalahari, an eighth-century Sanskrit work, mentions 103 yantras and 
gives their ritual prescriptions. For instance, the yantra to give relief from disease, 
debt, etc., is said to be a circle with the seed mantra Stram inscribed in the centre. 
This yantra is to be consecrated for thirty days, pronouncing a mystic formula three 
thousand times in order to procure the desired result. Another text, the 
Yantracintamani (Thought Jewel’), is solely devoted to 80 occult yantras, which it is 
claimed grant all desires, conscious or unconscious. The Kamaratna Tantra is another 
such occult text; it lists a large number of occult yantras and the rituals to 
accompany them. 


Dharana Yantra 


One of the most popular occult yantras is the Dharana Yantra. The Sanskrit word 
dharana means to protect, possess, hold, bear, a receptacle. Worn for protection, 
the yantra is given to the devotee after a priest has consecrated it in a life-giving 
ceremony. Sometimes highly advanced priests, to increase the efficacy of the 
yantra, exhale their breath on to it, an act which symbolically represents the 
transformation of the diagram into a sacred entity. By such symbolic rites (see 
Chapter 4) these yantras are permanently imbued with psychic force. A particular 


f Curative yantra to be inscribed on a gold plate and 
Iv rH worn as a talisman. After the Saundaryalaharr 


Occult yantra believed to cure diseases when 
shipped ceremonially for forty-five days. After the 
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Dharana Yantra is selected according to the needs of the individual petitioner. One 
means of assuring the appropriateness of the yantra is to match the seed mantra 
inscribed on the yantra with the first letter of the petitioner's name. For this a 
diagram called the Akadam Chakra is drawn, with twelve ‘houses’ each inscribed with 
the letters of the Sanskrit alphabet, arranged in a traditional manner and with a 
different combination in each house. The 'true' yantra for the person may be 
discovered by pairing the house in which the first letter of his name falls and the first 
letter of the seed mantra of the intended yantra. If the pairing is in the 3rd, 7th or 
11th house, the yantra's mantra is considered to be beneficent; if in the 2nd, 6th or 
10th house it is generally unlucky; and if it is in the 4th, 8th or 12th house, the match 
is held to be potentially disastrous. 

Occult yantras often draw their power from the deities that are symbolically 
invoked in them. The Tantrasara? specifies that the Dharana Yantra of the goddess 
Tvarita, when inscribed on metal as an amulet, will relieve the ill effects of planetary 
influences, and subdue one's enemy. The Dharana Yantra called Nava-Durga (of the 
goddess Durga surrounded by a Sakti-cluster of nine deities), when tied by a thread 
around the arm or neck, prevents suffering from disease; the yantra of the goddess 
Lakshmi grants fame and wealth, and removes all dangers and anxieties. Similarly 
the Dharana Yantra of Krishna is considered to be all-beneficent; that of the 
goddess Tripura-Sundari enhances one's physical charm and beauty; the 
Mritunjaya (a name of Siva) Dharana Yantra is said to cure disease, conquer fear 
and sufferings, and bring luck and fame to the seeker. 

Metals, the materials of many occult yantras, are said to derive their power from 
particular planets: silver, a ‘fragment of the moon’, is believed to soothe fevers, cool 
the nerves and to draw its potent influences from the moon; copper draws its power 
from Mars, and copper Dharana Yantras have healing powers; gold is called a 
fragment of the sun’, and is considered a perfect embodiment of sattva (equilibrium, 
truth, purity) and grants protection and good fortune. 


Curative and prophylactic yantras 


Certain yantras that serve as cures are drawn directly on the body of the afflicted 
subject. This practice is widely prevalent among the ‘medicine-men’ (Ojhas) of 
Mithila, the ancient kingdom in Bihar state, northern India. In the case of a scorpion 


Akadam Chakra, with mystic syllables transliterated. 
The arrangement oi letters is used to determine the 
appropriate yantra for the particular individual 


Mritunjaya Yantra (of Siva) which dispels fear, cures 
disease and brings fame and fortune. Aiter the 
Tantrasara 


Ever ‘beneficent and auspicious Krishna-dharana Yantra. 


Tantrasara 


sting, the yantra is drawn symmetrically around the injury with an iron pointer, while 
chanting the appropriate mantra. The place of the sting becomes like the bindu of 
the yantra. The drawing of the yantra is repeated in mathematical proportion 
around the central yantra on the sting until the poison is neutralized and the sufferer 
| is cured. In the case of snake bite, similarly, a yantra is drawn as concentric rings with 
an iron pointer, and this is believed to arrest the spread of the poison in the body. ای‎ 
The linear womb-shaped yantra called Chakra-vyüha, resembling a maze with a 
single opening at the top, is used in childbirth to ensure an easy delivery. At the 
appropriate hour the yantra is propitiated by the occult priest, who urges the 
woman mentally to enter the opening of the yantra and follow its zigzag course in 
deep concentration, completing each of its circuits and then reversing the course to 
return to the entry gate. Apart from the occult significance of the rite, the mental 
‘walk’ through the yantra makes the subject circumambulate her own womb and Chakra-vyüha, a maze pattern used to focus. 
helps her to use her mental powers to assist the birth. concentration during childbirth 
A type oi occult yantra based on arithmetical progression is the ‘magic square’ 3 
In the Tantras, such squares are often referred to as yantras because they possess 
mystical properties. A magic square is generally a chessboard figure in which 
numbers are so arranged that the sum of digits, no matter in which direction they 
are added, is always the same. One of the principal sources of the magic square is a 
mathematical treatise, the Ganita Kaumudi (AD 1356), in which an entire chapter 
discusses the construction of these squares with an odd or even number of cells. 
The simplest type of magic square, said to be all-beneficent, is based on the magic 
power of the number 15. In this yantra, numbers from 1 to 9 are placed in the 
specified order within nine squares, of which four squares represent the elements. To 
cure cold, the numbers are written beginning from the ‘fire square’; to cure fever, 
from the ‘water square’; to effect the speedy return of a person from a distant land, 
from the ‘air square’. It is believed that if the yantra is drawn with sandal paste or 
saffron on paper and worn as an amulet, its effect will be unfailingly beneficial. 


| 
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The magical 'six rites' 


In contrast to the uniformly beneficent Dharana Yantra, the tantric concept of 
polarity is embraced in the yantras associated with six magical rites — Satkarma — in 
which the first one, Shanti, a peace-bestowing rite, serves to counterbalance the ill 
effects of the other five, malefic, rites. 

First: the Shanti rituals and yantras grant protection from the ill effects of planets 
and curses, cure diseases and dispel fears. Second: Vashikarana grants the power to 
attract and bring under one’s control men, women, gods and animals, and have one’s 
desires fulfilled through them. Third: Stambhana lends the power of preventing or 
restraining anothers actions. Fourth: Vidvesana grants the power of separating 
friends, relatives, lovers. Fifth: Uccatan transmits the power to uproot. Sixth, Marana 
Brants the power to kill. The rites have been given a doctrinal basis, and are ascribed 
Symbolic associations with deities, compass directions, mantras, elements and 
colours: 


Magic square based on the occult number 15 


Colour 
white 
red 
yellow 
mixed 
black 


ash 


Seed mantra 


Ram 


Ram 


Element 
water 
fire 
earth 
ether 
air 


fire 


Direction 
NE 
N 


SW 
SE 
SE 


Deity 
Rati 
Vani 
Rama 
Jestha 
Durga 
Bhadrakalr 


Rite 
Shantikarma 
Vashikarana 
Stambhana 
Vidvesana 
Uccatan 


Marana 


Tantric sources often warn of the danger that malefic yantras present to the initiator 
by inhibiting his spiritual quest. Power used for destruction is to be shunned. The use 
of these yantras is considered a lower form of Spirituality, and tantric sources* 
declare that sadhana of such types of occult yantra is never a vehicle of 


enlightenment, but a direct obstacle to any form of spiritual attainment. 


Energizing the occult yantra 


The effectiveness of occult yantras depends upon the power of the guru, priest or 
whoever performs the rites associated with them and their consecration. His power 
depends upon his knowledge of esoteric practices, his self-discipline (tapas) and his 
moral character. The Yantracintamani declares that the person who performs these 


Narasimha-dharana Yantra, intended for the destruction 
of enemies and to overcome the negative aspects of 


planetary influence. After the Tantrasara 


Siva-dharana Yantra which prolongs life and bestows 
wealth. After the Tantrasara 


rites must have faith, for if there is a loss of faith, the effect of the yantra will not 
merely diminish but will be the exact opposite of what is intended. 

According to the Yantracintamani? to consecrate such a yantra the officiant 
should, with a pure mind, draw the yantra in a lonely spot. He should then 
consecrate it with the appropriate mystic incantations for three days, during which 
he is to remain celibate and sleep on the ground. The efficacy of the yantra can be 
gauged if during these three days he dreams: certain dreams are said to be 
premonitory of the accomplishment of the yantra's desired end. Auspicious dreams 
that indicate the presence of power (siddhi) to procure a desired end are dreams of 
association with women, of enjoyment on a mountain-top or in a royal palace, of a 
procession of elephants, of the singing and dancing of women, of rejoicing in 
festivals. Some inauspicious signs are seeing black soldiers, a state of anarchy, peril 
from fire, air or water, the death of a friend. 

The power of the yantra is often attached to a substitute or symbol. In the cure of 
diseases, the power to heal may be transmitted through the magic yantra and mantra 
by transferring that power to an inanimate object, a stone for example. Generally, 
the name of the person whom the yantra is intended to harm or benefit is inscribed 
in the centre of the yantra. The name or some of the syllables of the name may be 
included at the beginning, in the middle or at the end of the mantra; in the case of 
yantras granting prosperity, the mantra is added after each syllable of the name; if a 
yantra is intended to attract or fascinate another person, two sounds of the mantra 
are intoned, followed by two syllables of the name of the person to be attracted.’ 


In ‘black’ magic rites, the transmission of power is achieved by the ‘principle of 
mimicry’: by acting out a desired event. Thus a small figure will be made from clay 
taken from a spot where an individual has stood, resembling him as closely as 
possible, and will be consecrated surrounded by malefic yantras.? Sometimes, a 
yantra may be consecrated at crossroads, symbolically the axis mundi, and left there 
overnight in the hope that the affliction which has been transmitted to it will be 
passed on to the person who treads on it. 


© Ea 


The use of magic rites and magic yantras has particularly persisted in the rural 
communities of India. A great variety of yantras and auspicious signs are to be 
found, drawn on mud walls and the floors of huts. They are never applied for 
decorative purposes, but to cure and protect, to avert evil influences and hostile 
spirits. An interesting example of such a ‘folk’ yantra is associated with the number 5, 
which has a magical potency deriving from the powers of the five elements. It is 
generally drawn with five dots on the entrance or the sides of the door frame, or as a 
pentagon made without lifting one's finger. The Bhils, a tribal community in western 
India, draw five parallel lines girdling the outside walls of their huts to frighten away 
the evil eye; palm-prints (hastakara-yantra), equilateral triangles and the swastika 
are all similarly used to ward off dangers and calamities and to counteract the power 
of the evil eye. The red of earth and the yellow of turmeric powder are generally used 
as auspicious colours, whereas the application of lamp-black is considered as an 
antidote to the power of evil. 

The proven efficacy of occult yantras may be explained in psychological terms. To 
an individual who wears a yantra as a talisman, the diagram becomes a point of inner 
focus. It marks a sacred spot on his body where power manifests. He may even 
identify his entire being with the symbolic strength of the diagram. He believes that 
the diagram is a total embodiment of sacred power of the mysterious universe — the 
‘presence’ of a divinity who dwells with him, albeit in him through the figure. 
Ultimately the empirical efficacy of the yantra is brought about by his own will- 
power, working through faith. 

Practising siddhais, on the other hand, give another explanation for occult 
esoterism. The Tamil siddhais, for instance, explained their magical feats as a kind of 
‘game’ with antimatter, claiming to believe (like the modern scientist) that there is 
another universe of antimatter, qualitatively different, with its own laws which 
govern occult practices. By reordering the arrangements of atoms with the aid of 
mantra chants, any process of nature can be brought under human control. Might 
there be another dimension of the universe, to which the siddhais had access, and 
which modern man now seeks to rediscover? 


OCCULT YANTRAS 


Yantra drawn on the walls oi shrines dedicated to the 
goddess of children, Baladevi, by women desiring 


children 
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83-86 Four occult yantras, Top left, yantra of the 
goddess Sri, bringer of good fortune and plenitude, 
invoked in her yantra to attain all one's desires. Top 
ight, Baladharana Yantra, dedicated ما‎ the goddess as 
‘oung maiden, who protects against calamities if her 
a i5 rolled into an amulet and worn around the 

r neck, Bottom left, Bandhanmoksha-karana 
lisman to give release from bondages such 
ain, or the evil eye. The heads around the 
nd are to scare away spirits and negative 
ottom right, a yantra to confer immortality 
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87, 88 Esoteric yantras intended (top) to bring luck, appease anger and nullify the effects of curses; and 
(above) to subjugate one's enemy or an evil-doer, and to bring under one's control the forces of the three 
spheres — earth, atmosphere and sky. Pages from the Kamaratna Tantra, Rajasthan, c. 18th century. Ink and 
colour on paper 
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89, 90 Esoteric yantras intended (top) to conquer the evil forces of nature, when drawn on level ground or 
paper in yellow or red while chanting appropriate mantras, or, when worn as a talisman, to safeguard against 
hazards and evil spirits; and (above) to attract, entice and infatuate the opposite sex from far away. Pages 
from the Kamaratna Tantra. Rajasthan, c. 18th century. Ink and colour on paper 


91 Yantra to subjugate, formed of cryptic mantra syllables in order to conceal its significance from 


the uninitiated. Rajasthan, c. 18th century. Ink and colour on paper 
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92 Yantra of Mahavidya Bagala-mukhi on silver, considered to be a ‘fragment of the moon’; an 
amulet to be worn on the neck or arm to protect and promote well-being. Kalighat, Calcutta. 
Contemporary image based on traditional forms 


ms. Ink and colour on paper 


to be worshipped at night for occult proficiency. Madhubani (Mithila), 
contemporary image based on traditional for 


93 Yantra of the Goddess, 


North Bihar state, 
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94 Shyàm-Kálr Yantra with magic pentagon symbolizing the five elements — earth, water, fire, air, 
ether - which may be vitalized as a safeguard against destruction, evil and sin, and for good 
fortune. Rajasthan, c. 18th century. Gouache on paper 


95 The bindu, sacred point of origin and return, with concentric circles symbolizing the eternal cycles of 
cosmic evolution and involution. The goal of the adept is his own involution to the centre, the ultimate point of 
psycho-cosmic integration, where he discovers his link with the Whole. Andhra Pradesh, c. 19th century. Wood 


3 Metaphysics of Yantra 


Mahakala Samhita, quoted by Arhtur Avalon in Sakti and Sakta, pp. 28-9, 
Tantrism seems to have developed its own branch of feminine divinities. 
See S. Srikantha Sastri, The Iconography of the Srividyarnava Tantra’ in 
The Quarterly Journal of the Mithic Society, 

See Devibhagavata Purana, Part Il, Chap. vill, Book v, pp. 376-8, on the 
origin and form of the Devi; also Markandeya Purana, 83, 10-34. 

Such as Tantraraja Tantra, Saktisangama-Tantra, Saradatilaka Tantra, etc. 
For instance, texts and unpublished manuscripts on the ten Mahavidyas 
cited in Tantric Sahitya, pp. 26-39; and also Saktisangama-Tantra and 
Tantraraja Tantra. 

‘Sākta Philosophy’ by Gopinath Kaviraj in Radhakrishnan (ed.), History of 
Philosophy, Eastern and Western, Vol. t, p. 403. Ibid., ‘Saiva and Sakta 
School’, p. 403. 

David R. Kinsley, The Sword and the Flute, Chap. Iii. 

Markandeya Purana, 87, 5-23. 

Karpuradistotra, p. 26. 

M. Monier-Williams, Brahmanism and Hinduism, p. 186. 

Tantric Sahitya, pp. 26-39. ۰ £ 

Another group of Nitya Saktis, with their dhyānas, mantras, and 
descriptions of their respective yantras, occurs in the Saktisangama-Tantra 
(Chap. 12, 14-18), probably belonging to Kali-ktla. 

Calculations based on the Tantraraja Tantra, Chap. ۷۰ 

According to Suksmagama, vi, 8, The linga is a unifying principle of Siva, 
whereas Sakti is the Cit or Consciousness aspect of reality. See, for 
instance, ‘Vira Saivism’ by Kumaraswamiji in Radhakrishan (ed.), History 
of Philosophy, Eastern and Western, Vol. ۱, p. 394. 

Mahabharata, xxu, 14, 233, quoted in W. D. O'Flaherty, Ascetism and 
Eroticism in the Mythology of Siva, p. 257. 

Agehananda Bharati, The Tantric Tradition, p. 202. 

Kalika Purana, 66; 60-1, (See Bibliography under Worship . . .) 

Text quoted in S. Shankaranarayanan, Sri Chakra, p. 63. 

Malinivijayottara Tantra (Sri), Chap. itt, v. 10-12. : 
Atharva Veda, x, v. 31—4, translated by R. Shamasastry in The Origin of the 
Devanagari Alphabets, p. 16: The impregnable city of the gods consists of 
eight circles and nine triangles (dvara). Within it is a golden cell celestial 
and invested with light. In the triangle (tryara) and three dots (tri- 
pratishthita) within that cell, resides the One Eye. Those who know 
Brahman think that this Eye is Atman. For into that impregnable city, 
which is resplendent, bright and invested with renown, Brahman has - 
entered.’ 

For different worshippers of Sri Vidya, see Tantric Sahitya, p. 29, and 
Saundaryalahari, pp. 21-2. £ 

Some major Tantras in which the descriptions of the Si Yantra occur are 
Kamakalavilasa, v. 1-50; Tantraraja Tantra, Chap. IV; Bhavanopanisad, V. 
1-30; Gandharva Tantra, Chap. v; Nityasodasika, Chaps. ۱۰۱۷۱ ۷ 
Hrdaya, Chap. 1; Tripuratapini Upanishad; Book Ii, v. 15-23 and Book Ill, v: 
13, in The Sakta Upanisad-s. > N 
Varivasya-Rahasyam, translated R. Shamasastry in The Origin of the 
Devanagari Alphabets, p. 39. 


Bhairava-Yamala, 1-47, translated by Arthur Avalon in The Serpent Power, 
p. 145. : > 
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Notes on the Text 


Introduction 


For instance, Kularnava Tantra (10, 109) says: ‘If worship is performed 
without a yantra the devata is not pleased.’ Or Silpa-Prakasa (It, v. 504): 
"Without offering puja to the Kamakala, the Sakti puja and sadhana 
becomes useless.’ Or Gandharva Tantra, Chap. v, v. 1. 

See Tantric Sahitya (Gopinath Kaviraj), pp. 40-1. 

Ibid, pp. 532-5, lists several unpublished manuscripts on yantras 

M. Monier Williams, A Sanskrit-English Dictionary, p. 845. 

Vastusastra (D. N. Sukla), p. 372 ff. See Bibliography. 

Sara i Pratyagatmananda, Japa Sütram, p. 110. 

Saundaryalahari, v. 11; and Lalitasahasranama, 996. 

Wendell Charles Beane, Myth, Cult and Symbols in Sakta Hinduism, p. 206. 
Mircea Eliade, The Two and the One, p. 204. 

Calculations based on Tantraraja, Chap. xix 

For Vedic mandalas, see Rigveda-Brahmakarmasamuccya ۲ 
Press, Bombay, 6th edition, 1936), cited in P. V. Kane, History of 
Dharmasastra, Vol. v, Part Il, p. 1184. 

Buddhist mandalas form a separate study on account of their complex 
symbolism; see G. Tucci, The Theory and Practice of the Mandala; also the 
Guhyasamaja Tantra and Nispannayogavali; and for the Buddhist med- 
itation on the Sri Yantra, see Srichakrasambhara Tantra. 

For Jain types of yantras, see ‘Bhairava Padmavatikalpa’ in M. B. Jhavery, 
Comparative and Critical Study of Mantrasastra, and Rishi Mandala Yantra 
Puja. 

One of the sources of the astrological type of yantra is the Bhrigu-Samhita. 
Abhinavagupta, Tantrasara, text cited by G. Tucci in The Theory and 
Practice of the Mandala, p. 140. 

Text cited and translated by S. R. Dasgupta in Obscure Religious Cults, 
p. 104. 

Gandharva Tantra. Text cited and translated in Karpuradistotra, p. 64. 
Quoted in Edward F. Edinger, Ego and Archetype, p. 109. 


Archetypal Space and Sacred Sound 


Kamakalavilasa, v. 21. 

For mathematical enumeration of zero, see Ajit Mookerjee, Yoga Art, pp. 
19-20, and also S. Radhakrishnan (ed.), History of Philosophy, Eastern and 
Western, Vol. را‎ pp. 441-4. 

Agehananda Bharati, The Tantric Tradition, p. 102. 

Saradatilaka Tantra, Chap. vil, 9-14. 

Tantrasara, Vol. را‎ Chap. 1, v. 10-24. 

Tararahsya, Chap. Ill, v. 137. 

Vakyapadiyam, v. 120. 

Swami Prabhavananda's translation in The Spiritual Heritage of India, p. 38. 
For instance, see S. Srikantha Sastri, The Iconography of the 
Srividyarnava Tantra’, in The Quarterly Journal of the Mithic Society. 


10 Quoted با‎ Blair, Rhythms of Vision, p. 115. 
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3 Ibid., Chap. v, v. 23-5. 1 

See Mahanirvana Tantra, Chap. v, v. 97-104; and Sa{-Chakra-nirdpana. 

Mahanirvana Tantra, Chap. Xlll, v. 5. _ j as 

Saraswati Pratyagatmanada, Sadhana for Self-Realization, p. 53. 

N. J. Bolton and D. Nicol G. Macleod, ‘The geometry of the Sri Yantra’, in 

Religion. A Journal of Religion and Religions, pp. 66-85. 

For instance, see Ananda K. Coomaraswamy, Figures of Speech or Figures 

of Thought, Chap. x. 

Agni Purana, Chap. XI, ii, text cited by Ananda K. Coomaraswamy in 

Dance of Siva, p. 27. E 

10 ‘Devi-Mahatmaya’, ıı, 14-18, tr. Shankaranarayanam. (See Bibliography 
under Glory . . .) 

11 Tantrasara (Brihat), Vol. Il, pp. 397-8. 

12 Yajur Veda, xiv, 5. 
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7 Architectural Yantras 


1 See, for instance, Manasara (Architecture of), a treatise on Hindu 
architecture by P. K. Acharya which gives site-plans of thirty-two 
varieties. 

2 For the complex symbolism of the Vastu-Purusha Mandala, see S. 
Kramrisch, The Hindu Temple, Vol. 1, Part Il, p. 29 fi. 

3 Ibid, p. 57. é 

4 Compare, for instance, the method of constructing the Sri Yantra in the 
evolution mode outlined by Laksmidhara in the Saundaryalaharr (1972 
edn.), p. 5, with the mode of preparing the site-plan of a Sakti temple as 
discussed in the Silpa-Prakasa, t, v. 61-85. 

5 Silpa-Prakasa, 11, v. 499. ; 

6 Compositional yantras are discussed by Alice Boner in Silpa-Prakasa and 

in her Principles of Composition in Hindu Sculpture. 

See Alice Boner and S. R. Sarma, New Light on the Sun Temple oí Konarka. 

Ibid., translation of Mandala Sarvasva, pp. 209-10 

See Paul Mus, Barabudur. 


oom 


8 Occult Yantras 


1 The method of ascertaining the correct ‘yantra-bija mantra’ for an 
20 appears to be the same as for the mantra; see Yantracintamani, 
Il, v. 36 ff. 

2 Tantrasara (Brihat), Vol. t, pp. 575-84. 

3 See, for instance, S. Cammann, ‘Islamic and Indian Magic Squares' in 
History of Religion, Parts ۱ and ۱۱۱ Vol. 8, No. 2, pp. 275-86. 

4 Tara-Bhakti-Sudharnava, Chap. x, p. 354. 

5 Yantracintamani, Il, v. 26-32. 

6 Tantraraja Tantra, Chap. v, v. 81. 

7 Uddisi Tantra, v. 44-60. 


8 Mahesvara Tantra, p. 9. 


‘dog’; mand m are pronounced ‘mn’, nasalized, as in somnolent'; n and n are 
pronounced ‘ng’, nasalized, as in ‘gong’; ş is pronounced ‘sh’ as in ‘shun’; $ is 
pronounced with a sound between ‘sh’ and ^s'; t is pronounced as ‘t’ but with 
the tongue turned back on to the roof of the mouth. 


The symbol known as the 'visarga', h, is aspirated from deep in the throat. 
Apart from the Sanskrit vowel transliterations ‘ai’ and ‘au’, each letter of a 
word is to be individually sounded, 


4 Dynamics of Yantra: Ritual 


1 Arthur Avalon, Sakti and Sakta, p. 250. 

2 Jayadratha-Yamala, for instance; text cited by J. Gonda in Change and 
Continuity in Indian Religion, p. 443. 

3 Kalika Purana, 59, 135 ff. (See Bibliography under Worship . . .) 

4 Yantra Samskarapaddhiti. 1 

5 See Tripuratapini Upanishad, i, v. 13, in The Sākta Upanisad-s, p. 23, for 
the colours and materials of the Sri Yantra in relation to specific merits. 


5. Dynamics of Yantra: Meditation 


1 Yoga-Sütra, Chap. را‎ 39-40. 

2 Aum Avalon, Hymns to the Goddess, pp. 94-6. 

3 For detailed symbolism see Bhavanopanisad, p. 46, note 22. 

4 The Mudra Saktis are ten in number. Nine represent the nine psychic 
centres of the subtle body (p. 123), and the tenth, the one who presides 
over them all. They are: the agitator of all (Sarvasankshobhinn, the chaser 
of all (Sarvavidravinn, the attractor of all (Sarvakarsini), the subjugator of 
all (SarvavaSankam, the intoxicator of all (Sarvomadini), the great restrainer 
of all (Sarvamahankuéa), the all-mover in space (Sarvakhecam), the seed 
of all (Sarvabija), the creative genetrix of all (Sarvayoni), and last, the one 
who presides over the threefoldness of all (Sarvatrikhanda). Ibid., p. 47. 

5 The Thirteen Principal Upanishads, p. 23. 

6 lbid, p. 24. 

7 Siva Samhita, 2, 1-5, texts cited and translated by Jean Varenne in Yoga 
and the Hindu Tradition, p. 155. 

8 For instance, see $a[-Chakra-nirüpana. 

9 Practising Saktas relate the nine circuits of the Srî Yantra to the nine 
psychic centres as exemplified in the Saubhagya-Lakshmi Upanishad, Ill, 
1-9. See Bibliography under Sakta Upanisad-s. 

10 According to Brahmachari Laksmana Joo, a living practitioner of Saivism 
—. in Kashmir, 

11 See, for instance, Dhyanabindüpanisad, 33-7, in The Yoga Upanisads. 
12 Trisikhibráhmanopanishad, 135-42, in The Yoga Upanisads. 

13 ۸۵/۵ Purana, 59, 132 (See Bibliography under Worship . . .); Bhavanopa- 
nisad, v. 31. 

see, for instance, Kalika Purana (op. cit.), 59, 113-14, in which a similar rite 
is called yoga-pitha meditation. Devibhagavata Purana, Book i", 39, 
mentions it as manasic yajna, or mental oblation. 

Kaulavalinirnaya, Chap. 3, v. 103. 

Dhyanabindu Upanishad, quoted by Paul Deussen in The Philosopy of the 

anishads, p. 392. 

hadaranyaka Upanishad, 4, 5, 15. 
yogapradipika, 4, 115, in George W. Briggs, Goraknath and the 
Yogis, p. 346. 


şad, v. 6-8. 
intra, Chap. v, v. 14. 


re as a, 1, تا‎ are long ('à' as in ‘father, as 
vowel, and is pronounced with a sound between 
ple’; e is pronounced ‘ai’ as in ‘gait’; o is long asin 
1 pron d as in "aisle", au as ‘ow in 
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Kundalini: latent psychic energy lying coiled in the root chakra, the 
Muladhara, the psychic centre at the base of the spine. 

laya-krama: the order of dissolution; way of viewing the yantra as a symbol of 
involution, moving inwards from the periphery to the centre. 

linga: abstract symbol of Siva. 

Lokapalas: deities of the eight regents of space, who guard the sacred spaces 
of the yantra. 

Mahavidyas: the ten ‘Great Wisdoms', the ten goddesses representing the 
‘knowledge’ aspect of Kali, the supreme goddess. 

mandala: (lit. circle) sacred diagram composed of primal shapes, sometimes 
identified with yantras. 

mantra: sacred sound representing cosmic form at its most subtle, as 
vibration, incantation. 

matrika: letter of the Sanskrit alphabet representing the eternal aspect of 
cosmic sound. 

Matrika-nyasa: ritual projection of sacred seed mantras on the body. 

Maya Sakti: creative power of the cosmos. 

mudra: sacred finger-gesture. 2 

mila-trikona: root triangle, symbolizing the female principle. 

mūrti: icon, anthropomorphic deity image. 

Nada: cosmic sound, manifesting as subtle vibration. 

nadatmika Sakti; principal energy of Cosmic Sound. 

Nitya Saktis: cluster of sixteen goddesses known as the ‘eternal’ ones, each 
representing a phase of the moon. 

nyasa: ritual projection of divinities into various parts of the body. 

Padma: lotus, symbol of unfolding energies: term for a chakra. 

Paficaratra: tantric Vaishnava philosophy. 

Pafichabhütas (or bhütas): five gross elements of the physical world: earth, 
water, fire, air and ether. 

Pafichopacara: ceremonial worship with five ritual offerings — flowers, 
incense, lighted oil-lamp, food and sandal paste. à 

Pingala: the ‘male’, right-hand channel of the subtle body. 

pitha: sacred seat of a deity; pilgrimage centre. 

pitha-sthana: sacred place of the divinity. 

Prakriti: material nature; creative energy of the universe made up of three 
gunas, and identified with the female principle. 

prana: the vital energy of the cosmos, carried by breath. : 

pranapratistha: rite of infusing vital energy into the yantra in order that it may 
become an active symbol. 

puja: ceremonial worship with ritual offerings. 

Purusha: male principle, essence of Siva. 0 

rajas: kinetic power of the universe, one of the three gunas, the constituents 
of material nature, or Prakriti. . 4 

Sadanga: Indian theory of the science of image-making; forms based: on six 
principles. 

sadhaka: spiritual aspirant. 

sadhana: spiritual discipline. 

Saivites: followers of Siva. pee 
aes followers and worshippers of cosmic energy as the female principle 
(Sakti). $ 2 
Sakti: kinetic principle of the universe; power, energy. permeating creation, 
seen as female. ow : 


Glossary 


akàsa: etherial space, the subtlest of the five cosmic elements. 

antaryajna: ‘inward oblation’, a form of meditation in which all the tattvas or 
constituents of the cosmos are dissolved psychologically in internal 
yantras visualized by the adept. ; 

Ardhanariswara: the androgynous form of Siva. 

Atman: Pure Self, identified with the ultimate principle of the universe. 

Avarana Devata: deities surrounding the principal deity and presiding over 

the linear framework of the yantra 

Avarana puja: ritual worship of the surrounding deities of the yantra. 

rance of the reality of the cosmos. 

egion of materiality associated with the outer, square enclosures 

antra 

the square and T-shaped portals of the yantra, identified with the 

sphere. 

bija-mantra: seed-syllable, a monosyllabic sacred sound representing a deity 
or cosmic force. 

bindu: extensionless point, sacred symbol of the cosmos in its unmanifested 
state 

Brahma: the first god of the Hindu trinity, the Creator. 

Brahman: the Absolute Principle of the universe, Cosmic Consciousness. In 
the Tantras, Brahman may be equated with the unity of Siva/Sakti, the 
male and female principles. 

chakra: (lit. wheel, or circle) a yantra, especially the internal yantras or energy 
centres in the subtle body, represented as lotuses. 

Cit: Pure Consciousness, the highest principle, manifesting everywhere. 

Dasa-Mahavidya: cluster of ten goddesses who represent the knowledge 
aspects of the great goddess Kali. 

devata: a divinity. 

Devi: female divinity, goddess. 

diksha: ritual initiation by a guru of a pupil. 

Garbhagriha: womb-chamber, an inner cell of a temple where an icon or 
emblem of the divinity is installed. 

Gayatri Mantra: a well known Vedic mantra representing cosmic categories. 

gunas: the attributes or qualities which make up the universe. They are three: 
sattva, rajas, and tamas, collectively the constituents of Prakriti, or material 
nature. 

Iccha-sakti: energy of will, one of the triad of energies of Sakti, the female 

Principle; the other two energies are knowledge and action. 

Ida: the ‘female’, left-hand channel of the subtle body, coiling around the 
Sushumna and terminating at the left nostril. 

Ishta-devatà: a person's chosen deity, generally assigned by the guru. 

Jnana-sakti: energy of knowledge, one of the triad of energies of Sakti, the 

_ female principle; the other two energies are will-power and action. 

Jnaendriyas: the five organs by which we apprehend the world — hearing 
(ears), touching (skin), seeing (eyes), tasting (tongue), and smelling (nose). 

kafichukas: limiting factors imposed on creation during evolution, which veil 
the Absolute Principle. 

Karmendriyas: the five agents of action — walking (feet), handling (hands), 
speaking (mouth), procreation (genitals), and evacuation (bowels). 

Kaulas: ‘left-hand’ sect of tantrism. 

Kriya-Sakti: energy of action, one of the triad of energies of Sakti, the female 
principle, the other two are will-power and knowledge. 


uM 


tamas: the power of inertia, the lowest of the three gunas, the constituents of 
Prakriti, or material nature. 

tanmatras: subtle elements, or energy-potentials. 

Tantra: a class of scripture; an ancient spiritual discipline relating to the 
power of Sakti. 

Tantrika: follower of tantric disciplines. 

tattvas: cosmic categories of which the entire universe is composed; see also 
Samkhya, above. 

Upanishad: spiritual doctrine of ancient Indian philosophy; texts composed 
in their present form between c. 1000 and 800 sc. 

Vastu: site, plan of the house; dwelling or building place. 

Vedas: the revealed scriptures of Hinduism. 

visarjana: ritual of dispersing the divinity from the yantra after worship. 

Vishnu: the second god of the Hindu trinity; the Preserver 

yantra: mystical diagram used as a tool for meditation and worship; an 
abstract symbol of divinity ; a figure to harness cosmic forces, synonymous 
with mandala 

yogi: seeker; one who aims to achieve union with the reality of the cosmos. 

yogini: female aspirant. 

yoni-mandala: inverted triangle symbolizing the creative genetrix of the 
cosmos; emblem of Sakti, the female principie. 

yuga: an aeon, or cosmic age. 


Kalika Purana, see below, under Worship . . . 

Kali-Tantram, ed. with Hindi tr. R. Sukla, Prayag 1972-3. 

Kama-Kala-Vilasa, ed., tr. Sir John Woodroffe (Arthur Avalon), Madras 1953. 

Kamaratna Tantra, ed. T. Goswami, Shillong 1928. Short English introduction. 

Kamaratna Tantra. MS. in the collection of Ajit Mookerjee. 

Karpuradistotra, ed., tr. Arthur Avalon, Calcutta 1922. 

Kaulavalinirnayah of Jnananda Paramahamsa. English introduction by Arthur 
Avalon, Calcutta 1928. 

Tantra, ed. with short English introduction Arthur Avalon, Madras‏ کا 

Laksmr. Tantra, tr. S. Gupta, Leiden 1972. 

Lalitasahasranaman with Bhaskaraya's commentary, tr. R. Ananthakrishna 
Sastry, Madras 1970. 

Mahanirvana Tantra. Tantra of the Great Liberation, tr. Arthur Avalon, New 
York 1972. 

Mahesvara Tantra, ed. with Hindi tr. N. M. Misra, Bombay 1902. 

Malinivijayottara Tantra (Sri), ۱۱۱ ed. M. Shastri, Bombay 1922. 

Manasara (Architecture of), P. K. Acharya, London 1933-4. 

Markandeya Purana, The, tr. F. Eden Pargiter, Calcutta 1904. 

Nispannayogavali, ed. B. Bhattacharyya, Baroda 1949. 


cara: tantrikas who practise abstract worship of the body cosmos. 
ya: one of the major systems of Indian philosophy, founded by the 
Kapila (c. 500 8C) which influenced tantrism. This system identifies 25 
tvas, or cosmic principles, and formed the basis of the Saiva-Sakta 
ieory of the evolution of the cosmos, which recognizes 36 tattvas. 
amvit: یھت‎ Siva and his potential energy as the Ultimate 
iple. 
$a ui six magical rites used by tantrikas for occult proficiency, and for 
mundane ends. 
tva: truth, purity, principle of equilibrium, the first of the three gunas, the 
constituents of Prakriti, or material nature. 
siddhi: personal power acquired by yogic practices. 

iddhais: yogis who have attained supernatural powers. 
Siva: the third god of Hindu trinity, the Destroyer; Absolute Principle or 
Cosmic Consciousness; the male principle in union with Sakti, the female 
Principle. 
risti-krama: order of creation; a way of viewing the yantra as a symbol of 
evolution, unfolding from the bindu outwards. 


shumna: the central channel in the subtle body, up which rises the female 
energy, or Kundalini, 


samihita, ed. F. Otto Schrader, Madras 1916. English in- 
M. Bloomfield, Oxford 1897. 


1905. — 
mi Prabhavananda and Christopher Isherwood, New 


ra, Madras 1976. 
he collection of Pandit Vishnu Narayana London. 


Vijnanda, Allahabad 1921-3. 
andi Shastri, Srinagar 1934. Short English 


. hastri, Banaras 1942. 
hankaranarayanam, 


Bolton, N. J, and D. Nicol G. Macleod, The geometry of the (۵ 
Religion. A Journal of Religion and Religions, Vol 7, Sprin PF 

Boner, Alice, Principles of Composition in Hindu Sculpture, 

; ‘The Symbolic Aspect of Form’ in Journal of the In 

Oriental Art, Vol. xvıı, 1949, p. 40. : 

; and S. R. Sarma with R. P. Das, New Light on the Sun 
Konarka, Varanasi 1972. IN 

Briggs, George W., Gorakhnath and the Kanphata Yogis, Delhi, 197: 

Cammann, Schuyler, ‘Islamic and Indian Magic Squares’, in 
Religion, Parts | and u, Vol. 8, No. 2, pp. 275-86. - 

Coomaraswamy, Ananda K., Dance of Siva, New Delhi 1976. 

, Figures of Speech or Figures of Thought, London 1946. 

; The Transformation of Nature in Art, New York 1956. 

Daniélou, Alain, Hindu Polytheism, London 1964. 

Das, S., Sakti and Divine Power, Calcutta 1934. 

Dasgupta, S. R., Obscure Religious Cults, Calcutta 1946. AN : 

Deussen, Paul, The Philosophy of the Upanishads. New York 1966. 

Dikshitar, V. R. Ramachandra, The Lalita Cult, Madras 1942. ۲ 

Edinger, Edward F., Ego and Archetype, Baltimore 1974. 

Eliade, Mircea, Comparative Religion, London 1976. 

; The Myth of the Eternal Return, London 1965. 

, The Two and the One, London 1962. 

, Yoga, Immortality and Freedom, London 1958. 

Gonda, J., Change and Conunuity in Indian Religion, The Hague 1 

Jhavery, M. B., Comparitive and Critical Study of Mantrasastra, 
1944. 

Kane, P. V., History of Dharmasastra (Ancient and Medieval Religion 
Law), Vol. v, Part it, Poona 1962. EM 

Kinsley, David R., The Sword and the Flute: Kalr and Krsna, Berkeley 1 

Kramrisch, Stella, Art of India, London 1955, : 

, The Hindu Temple, Vols. ۱ and 11, Calcutta 1946. 

Misra, K. بت‎ The Cult of Jagannatha, Calcutta 1971. j 
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Nitya$odasikarnava with commentaries by Sivananda and Artharatnavali 
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Rishi Mandala Yantra Paja with Hindi tr. M. Shastri, Bombay 1915. 
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introduction. 

Tara-Rahasyam, ed. with Hindi commentary S. Shastri, Banaras 1970. 
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Uddisi Tantra ascribed to either Ravana or Mahadeva, Hindi tr. R. Diksita, 
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Yantra Samskarapaddhiti (in Hindi), Tract No. 11 by Kanhailal in Miscellaneous 
Tracts (Laxmi Narayan Press), Moradabad 1899. 

Yantracintamani,with Hindi tr. B. P. Misra, Bombay 1967. 

Yantrasara Tantram in Tantrasara, ed. R. Chattopadhyaya, Calcutta 1292 Bs. 

Yoga Upanisads, The, tr. T. R. Srinivasa Ayyangar, ed. B. Srinivasa Murti, (Adyar 
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Yoga-Sutra of Patanjala, tr. Bengali Baba, Poona 1949. 
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of Bhaskara Raya, Banaras 1963. 


Other sources 
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Avalon, Arthur (pen name of Sir John Woodroffe, q.v.) Hymns to the 
Goddess, Madras 1973. ent, 
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Assamese (language) 10 

Astakona (8-angled figure) 32 

Astrological yantras 23 

Atharva Veda 70, 153 

Atman 75, 79, 80, 130-1: see also 

_Self 

Avarana Devatas, 53, 55; püja 
102-5 

Axis, symbolisrn of 145, 148, 160 


Bagala-mukht — (Mahavidya) 60; 
mantra 60; yantra 59, 60 

Barabadur Stupa 146 

Benares 23 

Bengal state 10, 23, 58 

Bengali (language) 1 

Bhagamalini 142; Nitya 66 

Bhagavad-Gita 100 

Bharati, Agehananda 68 

Bhàvanopanisad 109 

Bherunda (Nitya) 66 

Bhils tribe 160 

Bhüpura (outer square space) 34, 
110 

Bhütapasarana (rite) 99 

Bhütasuddhi (rite) 99 

Bhuvaneávan (Mahavidya) 58; 
mantra 37, 58; yantra 58-9; 
yantra-puja 102-5 

Bihar state see under Mithila 

Bindu 9, 22, 31-2, 37, 68, 71-3, 74-8, 
102, 109, 123-4, 129-30, 132, 142, 
148, 157; Maha bindu 71-2; as 
primal symbol of cosmos, 71-2; — 
state 130, 69; symbolism in Kali 
Yantra 55-6; symbolism in Srî 
Yantra 70-3; types of 31 

Body 23; — cosmos 22, 123; and 
deities 108; — mandala 65, 124; 
ritual 35, 99, 101; — yantra 23-4, 
80, 118, 119-24; yantra drawn on 
156; see also Subtle body 

Brahma 21, 32, 42, 54, 77, 120, 144 

Brahman 123, 129; anda-rüpa 67 

Brahmarandhra (palate) Chakra 123 

Brhadaranyaka Upanishad 9 

Buddhist mandalas 22-3, 148 


Celtic motif 24 

Centre, the 9, 10, 31, 34, 76, 109, 
118, 129, 131, 142, 145; 10, 11, 20; 
symbolism of 29; see also Bindu 

Chakrabja Mandala 98 


$m Vidya Yantra see Nava-yoni 
Chakra 

Srî Yantra 73, 135; 47, 57, 59, 62 

Srî (Goddess of Good Fortune and 
Plenitude) Yantra 83 

Sthandila Mandala 144 

Sudarshana Yantra 1, 50 

Sürya Pañcābja Mandala 147 

Sürya Yantra 146; 8, 18 

Svadishthana Chakra 120; 66, 68 

Swastika Yantra 4 


Tara Yantra 59; 20, 58 
Trailokyamohana Chakra 110 


Tripura-Bhairavi Yantra 59 
Tvarita Nitya Yantra 47 
Tvarita-dharana Yantra 155 


Vahnivasini Nitya Yantra 39 
Varuna Mandala 73 
Vastu-Purusha Mandala 144 
Vijaya Nitya Yantra 44 
Visarga-mandala 72 

Vishnu and Lakshmi Yantra 51 
Vishnu Yantra 2; 52 

Visuddha Chakra 120; 66 
Visvayoni Chakra 9 


Yogini Yantra 145 


Il General index 
Plate numbers are italicized 


Abastraction of yantra 10, 136-41 

Adya Nitya 65-6, 73 

Agehananda see Bharati 

Ahamkara (ego-sense) 40, 56, 74-5 

Ajfia (eyebrow) Chakra 42, 120-4 

Akadam Chakra 156 

Akasa (ether element) 34, 71, 100 

Alipana 23 

All-point 9; see also Bindu 

Alphabetical yantra 37 

Amulets 154, 156 

Anahata (heart) Chakra 42, 120-4 

Anavopaya sect 124 

Archetypal space 29-34, 37, 44 
98-100, 106 

Ardhanariswara (androgynous 
deity) 68 
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Kamesvara Yantra 27 
Kamesvari Nitya Yantra 34 
Krishna Yantra 30 
Krishna-dharana Yantra 156 


Maha Surya Yantra 147 
Mahavajresvan Nitya Yantra 40 
Mangala Yantra 6 

Manipüra Chakra 120; 66, 68 
Manju-Ghosha Yantra 153 
Matangi Yantra 59 

Maya (Surya Sakti) Yantra 146 
Mrtunjaya Yantra 156; 8 
Muladhara Chakra 120; 66, 68 


Narasimha-dharana Yantra 158 

Navagraha (Nine Planets) Yantra 
148 

Navapadma Mandala 54 

Nava-yoni Chakra 12 

Nilpataka Nitya Yantra 43 

Nitya-Nitya Yantra 42 

Nityaklinna Nitya Yantra 36 


Om Hrim Yantra (of goddess Lalita) 
15 
Omkara Yantra 38 


Pürne$vart Yantra 11 
Radha Yantra 32 


Sahasrara Chakra 120; 66, 69 
Sarasvati Yantra 147 
Sarvamangala Nitya Yantra 45 
Sarvanandamaya Chakra 118 
Sarvaraksakara Chakra 112 
Sarvarogahara Chakra 117 
Sarvarthasadhaka Chakra 112 
Sarvaéankshobhana Chakra 111 
Sarvasaparipuraka Chakra 110 
Sarvasaubhagyadayaka Chakra 111 
Sarvasiddhiprada Chakra 117 
Sarvatobhadra Yantra 72 
Savitri Yantra 147 

Shyam-Kalr Yantra 94 

Siva Yantra 18 

Siva-dharana Yantra 159 


Sivaduti Nitya Yantra 38 
Smar-hara Yantra 142 
Sod: intra 59 

Šrī Chakra see Srî Yantra 


tra Yantra 28 


| Yantras, mandalas and 
chakras illustrated 


Illustrations in the text are indicated. 
by page numbers, plates by numbers 
italicized. For text references and 
listing of yantras by types, see Gen- 
eral index below. 


Agni Yantra 82 

Ajna Chakra 120; 66 
Akadam Chakra 156 
Anahata Chakra 120; 66 
Annapurna Yantra 17, 19 
Astalingatobhadra Yantra 74 


Bagala-mukhi Yantra 59; 17, 67, 92 

Bala Yantra 19 

Baladharana Yantra 84 

Bandhanmoksha-karana Yantra 85 

Bhagamalini Nitya Yantra 35 

Bhairava Yantra 146 

- Bherunda Nitya Yantra 37 
-Bhuvaneévari Yantra 59; 9, 33 


hakra-vyüha 157 

hakrabja Mandala 55 

nda Yantra 3 

ya (Surya Sakti) Yantra 146 

E amasta Yantra 59; 23 
Chitra Nitya Yantra 46 


gatobhadra Yantra 70 
E 


Nava-Durga (deity) 
Navagraha Yantra 1: 
Navaho Indians 4 — E 
Nava-yoni 77; Chakra 42-3, 5i 
Nepal 123 ۱ 
Nilapataka Nitya 66 
Nine planets, symbolism 
Nitya Saktis 22, 65-6, 69 
Nityaklinna Nitya 66 
Nitya-Nitya 66 
Number symbolism 39, 98, 133-4, - 
145, 160; of chakras 120; of Om — 
38; and $i Yantra 77-9, 123, 133; 
of triads 76-9, 106, 123-4, 133 
and yantra of Nitya Saktis 6 1 
Nyasa (rite) 98, 100, 101; type 
101; see also Matrika-nyasa 


Occult yantras see Magic — 
Om (seed mantra) 31, 37-9, 
120-1 
Omkara Yantra 38 cs 
Orissa state 146-7 gs 
Padma-kshetra 33; see also € 
Paricha-makara 0 ; 
Panchopacara (ritual ingre: 
101 
Para 37 
Parvati 21, 54, 57 
Pashyanti 37, 76 
Patanjali 107 
Pentagon 32; occ 
bolism in the Kalr ۷۰ 
Pingala (psychic chan 
3 


112, 124 
Pranaprati: 
08 


Linga (and yoni) 67, 68; types of 124; 
yantras 70, 74 

Lokapalas (guardian deities) 34 

Lotus 32-3, 55-6, 58-9, 77-8, 99, 
102-4, 110-11, 120-1, 123, 133, 
136 


Macrocosm see Microcosm/macro- 
cosm 
Madhyama 37, 76 
Magic 153, 160; circle 29; diagrams 
22; ‘six rites 157-8; yantras 
153-60, 82, 83-91, 93 
Maha Gayatri Temple, Orissa 7 
Mahabharata 67 
Mahakala Samhita 54 
Mahanirvana Tantra 99, 133 
Mahavajresvart Nitya 66 
Mahavidyas, the 57-60, 146; 9, 17, 
20, 22, 23, 26, 33, 58, 67, 92 
Malayalam (language) 10 
Malinivijayottara Tantra 76 
Mandala Sarvasva 147-8 
Mandalas 23-4, 98, 109, 143-4, 146, 
148 
Mangala Ghata 23, 5 
Manipura (navel) Chakra 42, 120-1, 
123; 66, 68 
Mantra 21-2, 31, 36-9, 40, 43-4, 55, 
98-9, 100, 102, 121, 130, 141; of 
Avarana puja 102-5; bija (seed) 
22, 31, 34, 37-8, 42, 44, 58, 69, 101, 
120-1, 158; expanded mantra 40; 
of Mahavidyas 58-60; ritual man- 
tras 44; yantra 38, 102; yantra- 
mantra 34 
Marana (‘six rites’) 157-8 
Markandeya Purana 55, 136 
Matangi (Mahavidya) 59, 60; yantra 
59 
Matrika Sakti 36-7, 110 
Matrika-nyasa (rite) 36 
Maya 37, 56, 71, 79-80, 130; Maha 
56; Sakti 71, 74-5, 130 
Meru, Mount 119, 148 
Metals 22; symbolism of 156; 92 
Microcosm/macrocosm 21-2, 36, 
74-5, 77, 106, 108, 122; see also 
Psycho-cosmic symbolism 
Mithila (Bihar state) 58, 156 
Mohenjo-daro 8 
Moon, symbolism of 24, 65-6, 119, 
121, 156; see also Number sym- 
bolism 
Mritunjaya Yantra 156 
Mudra (types of) 100-1, 105-6 


Müladhara (root) Chakra 42, 120-4. 


Müla-trikona see Triangle 
Marti (icon) 12, 136 
Mus, Paul 148 


Nada (primal sound) 21, 36, 73, 134 
Natha (tantri 1 


Harappan culture 0 

Hastakara Yantra 160 

Hexagon, symbolism of 32, 60, 103, 
121, 124 

Hindi (language) 10 

Hindu pantheon 55, 77; tradition, 
23, 57, 143; trinity 2, 32, 39, 54, 77 

Hologram, yantra as 9, 142 

Hrim (seed mantra) 34, 37, 42 


Ida (psychic channel) 69, 122 

Involution 80, 102, 105; see also 
Cosmic evolution/involution 

Ishta-devata 12, 101 

Islamic art 24 


Jai Singh, Emperor 11 
Jaina yantras 23 
Jaipur 11 
Jamuna river 23 
Jantar-Mantar 11 
Jnadendriya (sense organs) 56, 72, 
74-5, 77 
Jnanárnava Tantra 69 
Jung, C. G. 24 
Jvalamalinr Nitya 66 
Jyestha 42, 76 


Kala 65, 73, 74 

Kali 12, 21, 30, 37, 39, 54-5, 58-9, 
133, 24; Avarana deities of 55; 
emblem of 32; — Kula 55; yantra 
21, 30-1, 55-6, 75 

Kali Tantra 55 

Kalika Purana 69 

Kamakala Yantra 144, 145-6 

Kamakalavilasa 53, 69, 71, 76 

Kamala (Mahavidya) 59-60; mantra 
60; yantra 59 

Kamaratna Tantra 154 

Kamesvari Nitya 42, 66 

Kanchukas 72, 74, 80 

Karmendriya 56 

Karpuradistotra 55-6 

Kashmir 10, 124; Saivism 36 

Kaula sect, 10, 98, 129 

Kaulavalinirnaya 129, 131 

Konarak 146-7, 148 

Krim (seed mantra) 34, 37, 69 

Krishna 12, 156 

Kularnava Tantra 34 

Kuman puja 65 

Kundalini 119-21; — yoga and 
yantra symbolism 122-4, 142, 68 


Lakshmi 34, 54 

Lakshmi Tantra 98 

Lakshmidhara 135 

Lalita 65, 73, 102, 118 

Lalitasahasranama 105 

Lam (seed mantra of earth) 120-1, 
158 

Laya-krama 80, 135 

Lila 67 


Chakras 77, 105, 109, 110; and Sri 
Vidya Mantra 42; of Sri Yantra 77, 
78, 109-10; of subtle body 42, 120, 
133 

Chakra-vyüha 157 

Chakrodaya meditation 124 

Chinnamastà (Mahavidya) 58-9; 
mantra 58; yantra 59 

Chitra (Nitya) 66 

Circle, symbolism of 9, 32, 56, 58, 
77-8, 102, 121, 124, 142, 145 

Cit (Consciousness) 43, 73, 74; — 
kunda, 129; yantra 131 

Colour, symbolism of 101, 124, 
133-4, 157, 160; chakras, 121; and 
directions of space 133 

Compositional yantras 146 

Coomaraswamy, A. K. 135 

Cosmic — evolution/involution 
70-80; cycle 42, 75, 78-9; phases 
76, 78; time 77-9; time and 
yantras 65, 77-9; womb 76-7 

Creation see Cosmic evolu- 
tion/involution and Sri ۵ 

Cymatics 44 


Daga-Mahavidyas see Mahavidyas 

Deities, yantras as dwellings of 12, 
20, 53, 55; 8, 17, 18, 21; see also 
Sakti clusters, Avarana Devatas 

Delhi 11 

Devi, nine names of 133; see also 
Devi Kundalini 

Devibhagavata Purana 57 

Devi Kundalini 69, 121-2 

‘Devi-Mahatmya’ 136 

Devi Upanishad 54 

Dharana Yantras 39, 154-6, 157-9 

Dhümavati (Mahavidya) 60; mantra 
60; yantra 59 

Digbandhana (rite) 99 

Diksha (rite) 97; types of 97-8; 

Dissolution, rite of see Visarjana 

Dreams, in yantra consecration 159 

Durga 12, 54-5, 136, 60; yantra, 136 

Dati Nitya 66 


Elements, the five 36, 54, 72, 74-6, 
124; meditation on 124 


Fire altars see Vedic altars 
Five, symbolism of number 38, 39, 
133 


Folk yantras 160 


Ganges river 23 

Ganita Kaumudi 31, 134, 157 

Garbhagriha 143-4 

Gayatri Mantra 39-41, 43, 100; 
yantra 40-1; yantra of Maha 
Gayatrî Temple 147 — 


Ham (seed mantra of ether) 120-1, 


————— C ہے‎ 


——————— Á—Á—————À E 


پم 


یتسم << 


Kama-Kala 76; of Sri Yantra 70, 
76-7; see also Müla-trikona 

Trika see under Kashmir Saivism 

Trikala Mahamaya Acani Vidhi 147 

Tripura 77, 108; yantra 69 

Tripura-Bhairavi (Mahavidya) 59, 77; 
mantra 59; yantra 59 

Tripura-Sundart 37, 43, 73, 77, 102, 
156 

Trividha-Bala 77 

Tutelar diety see Ishta-devata 

Tvarita Nitya 66 


Uccatan (rite) 157 

Upanishads see Brhadaranyaka and 
Devi 

Utta-sadhana 122 


Vahnivasint Nitya 66 

Vaikhari 76 

Vaisnava yantras see Vishnu 

Vajre$vari 42 

Vak 37 

Vam (seed mantra) 120-1 

Vama 42, 76 

Varahi Temple 145 

Varivasya-Rahasya 42 

Vashikarana (rite) 157 

Vastu-Purusha Mandala 143—5 

Veda 54, 119 

Vedic altars 10, 141-2, 3, 71; 
cosmos 142; origins of Kali 55; 
theology 54 

Vidvesana (rite) 157 

Vijyā Nitya 66 

Vimarsa 71, 73 

Visarga-mandala 71, 72 

Vishnu 12, 21, 32, 39, 42, 53-4, 57, 
77,98, 120; yantras of p. 2 (frontiss 
piece), 1, 50, 51, 52, 54, 55 

Visuddha Chakra 42, 120-3 

Void, the 54, 70-1, 118, 129 


Yajur Veda 29 

Yam (seed mantra of air) 120-1, 158 

Yamala Tantra 36, 37 

Yantracintamani 154, 158-9 

Yuga (the four cosmic ages) 65 

Yogini Yantra 145 

Yoni 124; and linga 67-8; mandala 
32; pitha 68 


Zen painters 141 


Konarka (Boner, Sarma and Das); 
plate 49 is after Hindu Polytheism 
(Daniélou); p. 42 is after Varivasya- 
Rahasyam; plates 54, 55 are from 
the work Laksmr Tantra (Gupta). 


Diagrams are drawn by Peter 
Bridgewater; Sanskrit lettering '5 
by Stephen Thompson. 


111, 112, 120-3 

Sufi 24 

Sun, symbolism of 23, 119, 122, 156; 
see also 3 

Surya (Sun God) 29, 30, 39, 146-7; 
Pancabja Mandala 146-7; Saktis 
147; yantra 146 

Sushumna (central channel of 
psychic body) 69, 99, 121, 129 

Svadishthana Chakra 42, 120-3 

Swastika 10, 33 


Tamas (quality of material nature) 
40, 65, 74-5, 98, 117, 133, 145 

Tamil (language) 10; siddhais 10, 
160 

Tanmatras 38, 74 

Tantraraja Tantra 65, 78 

Tantras 10, 21, 36, 55, 60, 70, 79, 97, 
119, 154; of the Mahavidyas 58, 
see also under Bhavanopanisad, 
Devi Upanishad, ۵ 
Tantra, Kalika Purana, Kalî Tantra, 
Kamakalavilasa, Kamaratna Tantra, 
Karpuradistotra, Kaulavalinirnaya, 
Kulanava Tantra, Lakshmi Tantra, 
Lalitasahasranama, Mahakala Sam- 
hita Mahanirvana Tantra, 
Malinivijayottara Tantra, Mandala 
Sarvasva, Saiva Purana, Sākta- 
pramodah,  Sardaulaka Tantra, 
Saundaryalahari, Silpa-Prakasa, Siva 
Samhita, Srividyarnava Tantra, Tant- 
raraja Tantra, Tantrasara, Tararah- 
asya, Varivasya-Rahasya, Yamala 
Tantra, Yantracintamani 


Tantrasara 36, 136, 153, 155, 156, 159 

Tantric renaissance 10, 54; ritual 
initiation 10, 97-8; sadhana 10; 
texts see Tantras; traditions 22-3 

Tara (Mahavidya) 58, 59; mantra 58; 
yantra 58, 59 

Tararahasya 35 

Tattvas (cosmic categories) 43, 70, 
72, 74-7, 79, 120, 123 

Tibetan tradition 22 

Time, cosmic (Nitya Saktis) 65; cycle 
of 77-9 

Trailokyamohana chakra 109 

Triangle, symbolism of 31, 32, 42, 
57-9, 68, 71, 121, 123-4, 132, 136, 
142, 160; of Kali Yantra 56; as 


Ronald Nameth 65; Jan Wichers, 
Hamburg 64. 

Illustrations on pp. 143, 144 centre 
and 145 below are reproduced from 
Living Architecture: India (Volwa- 


_ hasen); p. 144 top is after The Hindu 


Temple (Kramrisch); drawings pp. 
146 below, 147, 148 top are after 
New Light on the Sun Temple of 


Sattva (quality of material nature) 
40, 65, 74—5, 98, 117, 133, 145 
Saundaryalahart 135, 154 
Sayantra Sunya-Samhita 38 
Sculpture, yantras for, see Com- 
positional yantras 
Seals 10; 4 eh 
Self 9, 33, 79-80; see also Atman 
Shanti (rite) 157 
Shilpi-yogins 11 
Siddhi (powers) 159 
Silpa-Prakasa 144-6 ` 
Siva 21, 31, 42, 54, 57, 67-8, 70-1, 77, 
79, 122, 133, 154; as eight Bhai- 
ravas 34; fivefold epithets of 32, 
34; as Kame$vara 32; mantra 38, 
39; as Mrtunjaya 156; as ۲ 
70, 74; and Sati 57; tattva 74; 
_yantras see Saiva 
Siva Samhita 123 
Siva-dharana Yantra 159 
Siva/Sakti 21, 42, 67-9, 70-7, 79, 
121, 130, 132 
Smar-hara Yantra 142 
Sodasi 58-9, 73; mantra 58; yantra 
58, 59 
Sound see Madhyama, Mantra, 
Nada Para, Pashyanti, Sphota, 
Vaikhan, Vak 
Sphota 37 
Spiral symbolism of 38, 76, 154 
Square, symbolism of 33, 34, 68, 
77-8, 102, 109-10, 123-4, 131, 142, 
147 d 
Sri Chakra 70, 77; see also Sri Yantra 
Srim (seed mantra) 34 
Sri Yantra 31, 43, 97, 101, 109; 47, 
57, 59, 62, 65, 76; construction of 
134-5; meditation on 109-12, 
117-18, 123-4; nine circuits of 
109-10, 123, 133; as symbol of 
cosmic —evolution/involution 
70-80; symbolism of Meru type 
. 123-4 
Sri Vidya worship 42, 55, 58, 70, 105; 
, mantra 42, 43 
Srividyarnava Tantra 39 : 
Sristi-krama ($rr Yantra construc- 
tion) 80, 135 
Stambhana (rite) 157 
Sthandila Mandala 144 
Stupa 148 
Subtle body 22, 31, 33, 38, 69, 105, 


Ciancimino, London 3, 91; Robert 


Fraser, London 4, 15, 66, 69; Madhu 
Khanna 48, 50-3, 82-6, 93; Ajit 


Mookerjee 2, 5, 7, 13, 14, 17-21, 28, 
29, 31-47, 56-63, 70, 72-4, 76, 


87-90, 92, 94, 95; pp. 2, 8, 39, 41; 


Indische Kunst, Berlin 
okerjee (photographs) 
collection 22, 23; 


useum 


tra construction 135; of yantra 
> Pranapratistha, Puja, Visjarna 
worship see Püja 


danga (science of forms) 132 
ihasrara (highest) Chakra 42, 69, 
120-3: 66, 69 

Saiva Purana 67 
— Saiva (=of Siva) yantras 68-9; 18, 
.. 53, 70, 73, 74 
Saiva-Sakta theory of 
- tion/involution 70-80 
kta (sect worshipping female 
principle) 60, 67, 70, 78; initiation 
- ceremonies 97; yantra 69; 3, 12, 
14, 15, 17-20, 22-3, 26, 33-47, 
` 56-9, 61-4, 67, 76, 81, 92, 94 
akta pramodah 59 
kti 31, 33-4, 42, 56, 65, 67-8, 70-1, 
77, 97-8, 102, 106, 122, 144-5; 
- Clusters 56-66 (see also Nitya 
- — Saktis and Mahavidyas); emblem 
— — of 32; lcchà 74, 76; J'hana- 74, 76; 

| metaphysical basis of 53-4; kriya 
74, 76; Mudra 110; per- 
sonifications of 57; of Siva 55, 70; 
see also Matrika Saktis; for yantras 


evolu- 


1 nguage) 10; symbolism 
insonants 69; symbolism of 

ar 37; symbolism of letters 

76; of H 71; symbolism 
; 9 


2 Nitya 66 
aya chakra 0 

10, 112 
2 
ika chakra 109, 2 
ana chakra 109, 111 
akra 109 


——— n 


aspect of the yantra is explored; from its related.sounde 
patterns, metaphysics, rituals and use in meditation: to its 
application to temple architecture and sculpture, and; in tradi- _ 
tional Indian life, its continued üse in ‘black’ and white" magic 
and as a talisman. S 1 
Madhu Khanna is a scholar of Eastern and Western philoso- 
phy, and co-author with Ajit Mookerjee of The Tantric Way, 


A tool of personal fulfillment, the yantra is also a complex 
symbolic construct with multiple layers of metaphysical 
meaning. Madhu Khanna illuminates the correspondence be- 
tween geometric configurations and concepts — from the 
primal unity of the male and female principles, represented by 
the mystic point, the bindu, to the multiplicity of the world of 
appearances, unfolding outwards in concentric circuits. Every 


The yantra is the tool of ritual and meditation, the power 
diagram which allqws man fo make the spiritual journey of 
return tothe primordial centre, and finally-to intuit the unity of 
Self and cosmos. In this first comprehensive and richly illus- 
trated study, the author explains step by step the dynamics of 
the process by which the yantra aids man to return to his 
Original wholeness. ۹ 
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